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C ollectors, however amateur, arc no longer content with the roman¬ 
tic or picturesque appeal of dieir antiques, or with theoretical generaliaa- 
tions regarding age and details of technique. The success of my book 
Collecting Antiques, published in 1949, demonstrated conclusively the demand 
for straightforward, factual guidance, based not only on many years’ study of 
antiques and their social background but also on a deep-rooted knowledge of 
the ctaft-practtces used in this country through past centuries. The widespread 
demand for that book prompted the publishers to commission a further volume 
on similar lines, covering a further range of coUectors’ subjects. 

As before, I have written primarily for beginner-collectors and for those who 
want to enjoy such heirlooms or chance acquisitions as they may possess. But 
even the expert collector will find some chapters here which cover subjects not 
dealt wdth more than cursorily in other collecting manuals, such as sand¬ 
glasses, posy-holders, pewter plates and dishes, and cork-screws. The prepara¬ 
tion of many of these chapters has entailed an immense range of research, 
largely among the work of specialist authorities contemporary with the various 
subjects studied. In some instances it is impossible to suggest any general read¬ 
ing at all for those who seek furtlicr bibliographical guidance. But 1 have pur¬ 
posely sought to avoid obscurities and to present clear, chronological stories 
from which the reader may place liis own possessions and decide on. further 
moves in this fasemadng pastime of collecting antiques. 

It is my hope that many of the chapters in this volume may encourage him 
to extend the range of his enthusiasms: for example, the whole subject of 
sporting antiques offers endless possibilities, whether the collector specializes in 
a single sport or concentrates on a single species of antique such as stirrup-cups 
(Chapter IV) or sporting lustre jugs (Chapter X of Antiques). In 

many instances I have purposely gone beyond the strict limits of the recognized 
antiques as bound by the definition of pre-1830 manufacture, for it is becoming 
generally recognized that any object distinctive of its period and no longer 
produced, hand-wrought, beautiful and fragile, is well on the way to becoming 
a valued rarity. When I wrote in detail on glass paperweights in Collecting 
Antiques (Chapter XXIV) in 1948 I scarcely thought tliat prices would be 
soaring to four figures in 1952. 
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As before, in preparing this volume I l^vc enjoyed the privilege and do 
light of examining very many fine private coliccdons: my thanks arc due to all 
who have so generously displayed their treasures, as well as to the specialists in 
various craris with whom I have discussed details of technique. Fin^y 1 am, as 
ever, deeply grateful to Mr Frank Whitaker, Editor of Country Life. 

Sevencaicf ’ O. BERNARD HUGHES 
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Staffordshire Earthenware Image Toys 
and Chimney Ornaments 


T he small potteries of rural England made earthenware image toys as 
long ago as in the fourteenth century. Crudely £brnied and undecor- 
ated, these ornaments represented human beings, domestic animals, 
birds, fishes, and grotesque iinagmar\" creatures. Dolls for cliildren’s play¬ 
things were also made in this medium. Although there are records of individual 
earth-potters established in North Staf^rdsmre at this dme, no group was 
recorded until tdyo. This was at Buislem, w'hcrc several potters established 
themselves, each digging his own red, yellow, and buff clays, operating only 
a single kiln, and employing at most si^ men and lour boys. 

Hand-modelled clay image toys made by these men were coated with 
various coloured slips and decorated \vith raised lines and spots of slip in con¬ 
trasting colours applied through quills. The unfired toys were then gla2ed by 
dusting with finely sifted smitbam, or lead ore, and firing at a moderate 
temperature sufficient to melt the lead and fuse it into a rich, yellowish-tinted 
glaze. Before the accession of George I, Burslent had become the centre of the 
English earthenware industry'. Betw'ccn lyioand 1715 there were never fewer 
than fort)'^ pot-works operating in the district, their annual output approaching 
a value of ^6,500. By 1725 the trade had so extended that the entire area of the 
present-day Potteries was occupied by single-kiln potters. Not until the early 
17405 did master-potters function more produedveiy: in 1743 Thomas and 
John Wedgwood built a tiled &ctory of five ovens. 

Ever-increasing numbers of clay-and-slip figurines were issued, as well as 
models of money-boxes, rocking-chairs, and cradles for presenting to newly- 
married couples, often inscribed with their names. Tliis early slip-decorated 
ware was fiagilc, and in consequence is extremely rare: twcndetli-ccntury 
reproductions with forged signs of long usage arc frequent, but the expert will 
detect the presence of liquid glaze. 

Towards the end of the ciay-and-slip period figurines were produced in 
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salt'-gUzed "white stoneware, the most distinctive ceramic product to be made 
in Stafl'ordsLire during the reigns of George I and II. This was a drab-coloured 
material which, by 1750, had been improved to an off-white tone- Sali-glazcd 
white stoneware was patented in 1684 by John Dwight of FuUiam, who con¬ 
tinued in its production until 1703. Ten years earlier, in a court case, he had 
described himself as a manu&cturcr of white gorges [earthenware] marbled 
porcelainc vessels, statues and figures and fine stone gorges’. The earliest 
English ceramic figurines known to exist were made by Dwight and are 
triumphs of technical skill. These, all in a w'hitc stoneware of three progressive 
qualities, were preserved by the Dwight family for nearly two centuries before 
disposal to a collector. Some, such as the statuette of James II in die Viaoria 
and Albert Museum, arc salt-glazed. Six Burslem potters were specialists in 
salt-glazed white stoneware by 1715. Robert Astbury (not John, as so often 
stated) introduced Devonshire white clays to Staffordshire during the early 
1720s and improved the appearance of liis stoneware by dipping it into a thin 
white slip before glazing. Eventually, in about 1740* hy adding to liis mixture 
a proportion of calcined flints crushed to a fine pow'dcr, such as had been used 
for nearly half a century in the manufacture of flint-glass, Astbury created a 
stoneware white tliroughout its texture, its surface displaying the transparency 
of the salt-glaze to perfection. Contemporary advertisements refer to this as 
flint-ware. 

Until the early 1740s die same clay body might be either salt-glazed or lead- 
glazed. Then, as potters began to realize that different earthenware bodies had 
definite functions, specialization became more general. These improvements, 
like many another made by subsequent potters, were not proteaed by patent. 

“With Robert Astbury, tlic most outstanding of the Staffordshire potters at 
this time werejosiah Twyford of Shelton, Dr Thomas Wedgwood, and Ralph 
Shaw- The lives of these and other Staffordshire potters are frequently re¬ 
corded: ill this chapter it has been considered preferable to deal in detail with 
the various styles, lechniques, and materials, hitherto given only cursory men¬ 
tion. This group of potters produced some superb figurines in salt-glazed 
stonew'are. Some are gems of hand-modelling and may be enriched with 
touches of colour in the form of clay or slip. They include curious little mani¬ 
kins adapted from Chinese porcelain, copies of the Chinese dog of Foo, hawks 
with beak and pedestal coloured brown, and other birds such as peacocks and 
cocks. With half a dozen or so rare exceptions, none was imrked. 

The Astbuiy group also issued lead-glazed figurines made up of days in 



Vit-torian StaH’»Tdslijre portraitu, Sir Gtorgc Umwii, tk- Crimean general, 9 ^ iiirhts bigli: Sir 
Henry Havelock, of Indiati Miidiiy fame, K j inches; rlie Prince nf Wales, ii indies; Cieiicral Pdis- 
sicc, 12.1 inches; Princess Alexandra of Denmark, !i inches. In the colleahH of Mr rfiiiiHrts Bitlsitm. 
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STAFFORDSHIRE EARTHENWARE FIGURINES 19 

contrasting colours, red, brown, and buff predoniinaring. Gradually the use 
of coloured clays was superseded by white clay. Figurines of niusicd instru* 
mcntalists still exist, as w'cU as small equestrian groups. A small open-flame 
lamp-exringuishcr in the Hanley Museum, typical of the many made, is in the 
form of a full-skirted woman. Such pieces might also be salt-glazed. Consider¬ 
able numbers of so-called Astbury figures were issued from a private kiln 
during the ipjos. 

Thomas Wliieldon, known to have been operating a pottery at Low Fenton 
as early as 1740, made a considerable contribution to this class of ware. Dr 
Simeon Siraw describes Whieldon's pottery as ‘a small range of low buildings, 
all diatched. ... He also made toys and chimney ornaments, coloured either 
in the clay state, or biscuit, by zaflre, manganese, copper, etc., and glazed 
with black, red, or white lead.’ These toys, which included all forms of 
figurines, w’crc the lineal descendants of the slip-decorated and salt-glazed 
cats, whistles, and money-boxes which were themselves descendants of still 
earlier productions. 

High artistic ability is noteworthy in Whieldon’s strutting actors and the 
figurines depicting various craftsmen, huntsmen, and soldiers. Other designs 
included birds and such domestic animals as horses, dogs, cows, and sheep. 
Cow cream-jugs adapted from the silver models introduced to England in 
about 1755 by the silversmith Schuppe were made by Whieldou. Other potters 
continued tlicir manufacture until about iSjO: a collection, of such jugs will 
show the progressive changes in Staftbrdshire white earthenware and decora¬ 
tion- Reproductions made from 1920, however, are more frequent than period 
pieces. 

Whieldon figurines have all the qualities of rapid sketches by master crafts^ 
men. It is improbable, however, that they were modelled by Whieldon person¬ 
ally, as is so often stated. Some of Astbur)''’s small ceramie figurines so closely 
resemble those of Whieldon that they arc known to collectors as Astbuiy- 
Whieldon. Many were decorated with the well-known tortoise-shell glazing 
in simple flowing colours. These until recent years defied imitation by the 
faker. This glaze was produced by splashing the surface with manganese and 
allowing the colour to run into tlic glaze, forming a rich brovra or a mottled 
purple and green* Tortoise-shell is a generic rather than a specific term, applied 
to ^ such pieces as show mottling applied under tlic glaze, as well as diose 
finished widi brilliant coloured glazes in splashes of irregular shape. 

Tortoise-shell decoration dating before about 1750 was produced by the 
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sparing application of mottled manganese glaze. Mingled colour glazes date 
from the early 1750s. These cloudy blends of colour, dabbed on with a sponge 
or rag, consisted of a transparent lead glaze coloured inadder-brovpTi with 
manganese, yellow with iron oxide, green with copper, and blue with cobalt. 
They were mixed to give a wide varicry of shades, sonic of the more common 
combinations being mottled green and brownish grey; brown, green, and 
slate-blue; mottled grey, green, slate-blue, and yellow. Decoration in this 
medium was exploited by die Whieldon-Wcdgwood partnership of 1754 “ 59 - 
A series of figurines decorated with patches of coloured glaze issued between 
1770 and the early 179QS is believed to have been the innovation of Ralph 
Wood 11 . Decoration in coloured glazes was common to most Staffordshire 
potters, however, and, unless marked, few' pieces can be safely attributed to 
any particular maker. 

Figurines veined throughout their texture in the style of agate and other 
natural stones vfcic poptdar at this period, small cats being modelled in con¬ 
siderable numbers. Agateware was an improvement on marbling, a decoration 
of superficial markings produced by combing or sponging together various 
coloured slips to resemble marbled paper. Such surface-decorated earthenware 
is sometimes wrongly termed agate. The streaked body know'll as agate-ivare 
was made by beating out flat layers of diflcrent coloured clays, laying them one 
upon the other, pressing them, rc-sUemg them transversely and repeating die 
process, care being taken to keep the run of the grain in the same direction. 
The plastic clay was then shaped and coated with coloured glaze, which 
imparted an agatc-hke tint. John Astburj' and Whieldon made the finest 
figures in tliis medium. 

Two Dutch enamcllcrs established a decorating shop at Cobridge shortly 
before 1750, thus founding an important section of the StaSordshire pottery 
industry. Following the style of the porcelain enamcllcrs in London, they began 
painting carthenw'arc and stoneware figures in undcrglaze colours. A group 
of salt-glazed figures decorated to resemble porcelain arc assumed to have been 
made by William Littler of Loiigtoii Hall before about 1752, when he was 
fully engaged in the manufacture of soft-paste porcelain. His earthenware 
figures w'crc excellently modelled, such as the‘Turk and Companion* enamelled 
in brilliant green, blue, and yellow. Tliis pair of figures was first issued by 
Meissen and was copied in porcelain at Bow. 

So far, earthenware figurines had been shaped by hand with the aid of 
eighteen double-ended w'oodcn tools. The clay was made into a stiff body 
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sufficiently plastic to bend and tw'ist easily and enable a fresh piece to adhere 
well when added to the mass, 

A change occurred in production methods from about I7S0> when Ralph 
Daniel of Cobridge introduced plastcr-of-paris moulds to Staffordshire. These 
were easily madc» highly absorbent, and delivered the ware rapidly. The 
Dictioitarium Polygraphkutn, published 1757, was sdH advocating the use of 
porous clay moulds, but these do not appear to have been used in connection 
with Egurines: hand-modelling was less expensive and rapidly accomplished. 

Moulds would be brought into use only when a long series of figurines was 
proposed. An original, which might be in hard wax, was carefully and accu¬ 
rately hand-modelled in a size about one-tenth larger in each dimension than 
the finished figurine, to allow for shrinkage during dr^'ing and firing. From 
this were made die plaster moulds: a complex figure required these to be in 
several sections, enabling various parts to be moulded separately. In such 
hand-moulding the damp clay was pressed by hand against the faces of the 
moulds, and, to save material and reduce loss during firing, as many parts as 
possible were made hollow. The pieces were afterwards joined with a small 
quantity of thick slip of the same composition as the ware. 

The porous plaster absorbed water from the body, which in consequence 
shrank slightly, so that it could be removed from the moulds merely by in¬ 
verting them and tapping lightly. Seam marks were then scraped aw^ay, 
cars''ing and undercutting carried out, and minor defects generally made good. 
Moulding tends to round the edges and flatten some of the projections, so tliat 
such figurines lack the sharper touches of the hand-modeller , who produced a 
more vigorous life-like eftect. Nevertheless, even among moulded figures no 
two are exactly alike. This is pardy due to the number of moulds used, but 
mainly to die fact that the slightest deviation in placing neck, shoulders, and 
limbs created a difference in the whole pose and attitude of the figure. 

Fluid lead-glaze made by grinding lead ore with flint, clay, and water, 
appears to have been in use during the 1750s, applied directly to the unfired 
body. By about 1760 Enoch Boodi of Tunstall developed a method by which 
the body was fired to the biscuit state, dipped into the glaze and then re-fired. 
This gave to each piece a liighly lustrous, uniform surface. A further improve¬ 
ment was made at about this rime by Josiah Wedgwood, who bleached the 
slightly yellow glaze by adding a little cobalt oxide. Liquid glazes of the 
eighteenth century were not resistant to impure atmospheric condirions or to 
abrasion. Long periods of exposure to corrosive vapours in towns dull the 
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glaze or make it iridescent. Reproductions rarely, if ever, have been processed 
to display these effects accurately enough to deceive the expert. 

Ralph Wood n (1748-95) was responsible, from 1770, for a long scries of 
cleverly inodcUcd figurines displajdng colour effects on earthenware such as 
had never before been seen in this country. At first he followed in Whicldon’s 
traditional style, but Wood’s figures have a soft, translucent lead glaze slightly 
bluish green in tint. The method of applying the iindcrglaze colours, princi¬ 
pally green, yellow, inangancsopurple, greyish oHve, and a quiet tone of 
blue, differed from that of the Whieldon school in that they were laid on die 
white earthenware by brush in separate washes instead of blending oiie into 
die other. The marks ‘r wood’ in upper case and ‘Ra Wood’ or ‘Ra Wood 
Burslcm’ in upper and lower case, appear on a number of pieces. Tlic mark 
*» wood’ is thought to be that of Ralph Wood I (1715-72), for it has not 
yet been noted on figurines decorated with enamel colours. Subjects cover a 
wide range from equestrian groups to models of various animals. So indi- 
vidualistically did Ralph Wood infuse his oswi personality into his figures that 
unmarked work has a character easily distinguished from that of similar pro¬ 
ductions by contemporary potters. 

It w*as Aaron Wood (1717-85), hrotlicr of the first Ralph, wliose personality 
influenced the trend of Staffordshire earthenware figurines more dian any 
other potter, blis untiring energy brought them world celebrity. Aaron Wood 
had worked for Whieldon and others before establishing a pottery' at Burslem 
in 1750. On the evidence of marked pieces aueboriries have attributed to him 
that remarkable group ‘The Vicar and Moses’, so often copied by less gifted 
potters during the next hundred years and reproduced today, 

Enoch Wood (1759-1840), son of Aaron, established lus own pottery' in 
1780, having been trained as a modeller. In 1781 he issued his famous bust of 
John Wesley, and during the following sixty' years there was an unceasing 
flow of large, haud-modelicd celebrity busts from his factory'. 

Josiah Wcdgw'ood appears to have made coloured glazed Qgurincs at the 
commencement of his career: the green pocket-book in w'hich he entered his 
productions for 1752-53 refers to image toys. He it was wlio revolutionized 
production medtods for earthenware from about 1770, the year in which 
Cornish stone and china clay were introduced to the Potteries to replace local 
clays. These materials could be legally employed in the manufacture of earthen¬ 
ware, whereas a patent operating until 1796 prohibited their use in porcelain 
except under licence from the patent-holder. Witlt a few exceptions the figures 
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made by Wedgwood appear to be hand-moulded and carry the firm’s name 
impressed upon the base of the pedestal. These were in jasper and basalts, 
seldom, if ever, in earthenware. Earthenware figures bearing the Wedgwood 
trade-mark were commissioned by him from other Staffordshire potters, 
including Ralph Wood 11 . 

Until about 1775 the majority of finer figurines stood upon rocky bases. 
Then, following the lead of porcekin makers, it became fashionable to super¬ 
impose such a base upon a square or rectangular plinth. During the early 17805 
the figurine stood directly upon the plinth, a style which was continued until 
about 1830. 

Apart from the productions of the several leading potters earthen%vare 
figurines in tiicir day were considered of little consequence, competing as they 
did with the finer work in porcelain. The composition of earthenware, 
chemicaUy distinct from that of porcelain, docs not permit the refinements of 
structure displayed by porcelain figures, which could only be afforded by tlie 
rich. John Ward in his History of Stoke-iipon-Tretit thought it nor worth while 
to record the names of the Staffordshire potters employed principally in the 
manufacture of earthen ware figures. As such productions were seldom marked, 
few pieces can be ascribed to any individual pottcr\% Long custom has dubbed 
them Staffordshire and little attempt has been made to classify them. The 
principal Staffordshire potters numbered about eighty in 1787 and had in¬ 
creased to about one hundred and fifty by 1818, 

Some excellent earthenware figurines and groups dating between 1770 and 
1794 are found impressed LAKIN, or LAKIN & POOLE; occasionally R poole. 
Tins firm, with Enoch Wood, Thomas Whieldon, John Walton, and Palmer 
and Neale, belonged to tlie eightccnth-ccntury school of Staffordshire potters 
who won reiio\™ with the high quality of their body , clever modcliing, and 
artistic decoration. Lakin & Poole specialized in figurines refiecting the social 
life of the period. Perhaps the most vivid of their groups illustrated the grue¬ 
some scene of the ‘Assassination of Marat by Charlotte Corde of Caen, in 
Normandy, 1793’. The firm also issued an excellent series of‘Faith’, ‘Hope*, 
and ‘Charity’, and their better-known figurines include ‘Elijah’, ‘Neptune’, 
and ‘The Tythc Pig’, 

At the same rime, Palmer & Neale of Hanley produced excellent figurines 
and groups, particularly those made after models by the celebrated John Voyez, 
who was later employed by Ralpli Wood II. Humphrey' Pabicr established 
the business in about lytSo, using the impressed mark *H palmer HANLEv’in 
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a double dicle. This closely resembled the nrark made famous by Josiah 
Wedgwood, who was never tired of denouncing Palmer as a design pirate. 
Palmer was joined by his brother-in-law Henry Neale in 1776 and the mark 
became ‘neale & co’. The Viaoria and Albert Museum stores a set of 
enamelled and gilded ‘Seasons’ so impressed. Neale was joined by David 
Wilson in 1786, when the mark became ‘neale & Wilson’. From 1788 
Wilson issued some very effective figurines and groups in an improved 
body containing chalk in its composition. These are recognized by their 
creamy hue. 

Not until the early lygos were Staffordshire earthenware figures decorated 
in high-temperature overglazc colours in imitation of porcelain enamelling. 
Under glaze enamelling, however, continued for a further twenty or thirty 
years. 

During the first three decades of the nineteenth century, small chimney 
ornaments were produced in considerable numbers by potters now unkiiowTi, 
many using processes of the late eighteenth century. There were groups of 
sporting dogs of various breeds, and farmyard animals were popular, such as 
cows and sheep. Spdl-holdcrs were often in the form of figures, singly or in 
groups, supporting suitable containers. 

The art of making figurines in earthenware was on die downgrade during 
this period, a low cost of production being the prime consideration. But even 
these are preferable to some of die large ornamental figurines made during the 
18305 when casting became general. This was a ccntury-old method of shaping 
by pouring slip into moulds. As the plastcr-of-paris absorbed water from the 
day it left a layer of slip, uniform in diichness, within the mould. Surplus sHp 
was poured away and the mould with its contents placed in a dryer. Tlic 
moulded earthenware could then be removed easily from the mould. Thin- 
walled hollow figures were cast cheaply by this method. 

Glazingwasnow wliiter than formerly, and to display this technical improve¬ 
ment to advantage large areas of the figure might temain undccoraicd. A 
liquid gold, invented by William Cornelius in 1853, much less costly in its 
application than any former method of gilding, was used on earthenware 
figures from the following year. 

These improvements brought with them a more imposing group of chimney 
ornaments, figures measuring up to eighteen inches in height. Tlie majority 
of these were coloured with a limited palette dominated by a brilliant under¬ 
glaze blue, The somewhat dull overglaze enamels were chiefly red, green, 
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Wcd^w^-KKl pivnrai^ nicdalliom in blue aisd vvkiie jasper. Vppi^T Loui$ XVl^ 
iinxlclled by William HackAvood, 17^*8; Dr Sobndcr by John Fli^tmaiip Sippl^«>> 
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10. Ponrait mtdJlioni in jasper. Lpprr nm^ Charles James Fos, by Fksmanp 17H3; Sir 
Jt>iieph Banks* by Flax 111 an* I779r Linw MarcbiDncrsa of Buckingham, b%^ Jiihn 
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9 itmi iQ from m^JAiUmis m ihv MiLvum. 
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yellow, and black, all of which have a tendency to flake off earthenware if 
thickly applied. 

Cast earthenware was found to be a perfect medium for the quick produc¬ 
tion of full-length statuettes of celebrities—mostly of royal personages, naval 
and military leaders, preachers, politicians, singers, and the like. Enormous 
numbers were issued between 1S40 and about 1S65, the demand existing in a 
smaller way until the end of the century. Marked examples are virtually 
unknown. Seldom do the portraits bear much resemblance to their originals. 
The invention of ComcUus’s liquid gold made popular a series in white glazed 
earthenware sparsely decorated in gold and black. 


II 


Wedgwood Bas-reliefs: 

Plaques, Medallions, Cameos, Portraits 

T he name ofJosiali Wedgwood {1730--9S), diat enterprising and inde¬ 
fatigable potter of faultless taste and much seU-act^uired learning, has 
a place in the realm of ceramics somewhat akin to tltat of Thomas 
Chippendale in the realm of furniture. In each case the nante stands for dis- 
tinetivc styles of work rather than for the designs or workmanship of an 
individual craftsman. Whenever Wedgwood is mentioned the name brings 
to mind those lovely white bas-reliefs representing much higlily skilled work, 
and made into ornamental 'ware w'hich was differentiated at the rime as 
plaques, medallions, caaicos, portraits, and the like, all reflecting the fashion- 
able taste of liis day. These date from 1768, the year in w'hich Etruria w'as 
built, when Thomas Bentley of Liverpool entered into partnership veith 
Wedgwood in the manufacture of ornamental ware. Until his death in 1780 
Bentley was the presiding genius at their London showrooms in Greek Street, 
Soho, and the power W'hicTi so successfully directed Wedgwood in the world 
of classic art. 

Til is was the time of die classical revival througliout Europe: Herculaneum 
and Pompeii had been excavated!, and Wedgwood, like his contemporary 
Robert Adam, was influenced by early Greek and Roman styles. As Robert 
Adam led the classical revival in architecture and furniture, so Wedgwmod 
influenced not only English ceramics but also tliose of the Continent, 
Wedgwood first produced his black unglazed fine stoneware in 1766, having 
developed it from an earlier black-ware made by the Elcrs brothers and 
other Staffordsliirc potters from early in die eighteenth century and known to 
the trade as Eg)'poan black. Wedgwood named his new stoneware Egyptian 
basalt, after tlic natural volcanic glass of such well-known phenomena as 
Giant’s Causeway in Northern Ireland and Fin gal’s Cave in die Hebrides. The 
word Egyptian vtas soon dropped by Wedgwood, who described liis basalt 
as ‘a fine black porcelain bhqtie of nearly the same properties as natural stone’. 
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Wedgwood's new composirion, made from a mixture of ball clay, caldned 
ochre, smithy black, and manganese oxide, was so liard that it would strike 
fire with steel. Basalt is chaiacterixcd by its unifonn dense texture and a 
surface smoother and richer tliaii that of any ccranuc biscuit formerly made 
in England. The slight gloss or polish was produced by rubbing the ware with 
a soft rag after removal from the oven. 

This fine stoneware was tjuichly discovered to be an excellent medium for 
intricate and sharply defined decoration. At first Wedgwood used his new 
material for useful ware such as tea-services, cofthc-pots, and trays. When 
Bentley joined him in the manufacture of ornamental ware they issued replicas 
of antique gems in cameo and intaglio made in bLick basalt. Sulphur casts 
from the original antiques were taken for dtese by Janres Tassie, whose first 
account, dated 1769, was for seventy inrpressions at twopence each. Many of 
these basalt gems were given a brilliant reflecting surface by polisliing on the 
lapidaiy''s ■wheel: the bevelled edges of many portrait medallions were finished 
in the same way. Later developments in the use of basalt took place in about 
1775. when elaborate bas-reliefs of classic figures and groups were applied as 
decoration to vases of die same material. 

By 1771, Wedgwood bad developed another line stone^vare, w'hich he named 
jasper because its density enabled it to be as highly polished on the lathe as the 
natural stone. His fame as an ornamental potter has been based upon the bas- 
reliefs he produced in this medium. The gradual evolution of early white 
biscuit, with or widiout an enamelled ground, to the finished jasper, is a success 
story of battling against difficult colours, impure ingredients, and uneven 
firing. Not until 1776 was Wedgwood able to wnite to Bentley, ‘We arc now 
absolute with jasper’. 

josiah Wedgwood's jasper was basically a dense vitreous semi-porcelain 
converted into a hard, close-textured stoneware by the addition of barium 
carbonate. Its fine, non-porous surface was secured without die applicarion of 
glaze, and when pressed thin it displayed tianslucency. At first jasper had a 
creamy hue. Experiments continued, and by 1775 a perfectly white jasper 
was made. Wedgwood's log-book, detailing the thousands of trials made, still 
survives. 

Jasper body varies from the dry and opaque to die waxen and translucent. 
Until 1820 texture was fine and uniform of grain, and never chalky in appear¬ 
ance. Examples made between 1780 and 1795 feel almost hkc satin to the 
touch. During the early 17805 a slightly glossy variety was made, known to 
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collectors as waxen jasper. Scrlc gives a number of formulae for white jasper, 
the £tst on his list being: barium sulphate, 48 parts; Cornish stone, t6 parts; 
blue ball clay, 14 pans; flint, 10 parts; gypsum, 2 parts. Other formulae 
require the addition of a small quantity of barium carbonate to increase 
fosibility, such as the recipe for jasper given by Sir A. H. Church: barium 
sulphate, 59 parts; clay, 29 parts; flint, 10 parts; barium carbonate, 2 parts. 

Jasper, hke black basalt, vi'as hard enough to be given a brilliant polish by 
tlic lapidary’s wheel. Yet it was porous enough to be stained tlirougliout its 
substance by almost any desired colour, against w*hich white embossments 
stood out clearly in relief. Wedgwood appears to have used seven of these 
ground colours: dark blue, lavender, sage-green, olive-green, an intense black 
richer and fuller than basalt, a bluish pink known to collectors as and, 
rarely, an attractive yellow. These hues varied in tone for technical reasons 
then diihcult to overcome, such as the impurity of the oxides used and varia¬ 
tions in the firing temperature. 

Mineral oxides were used for colouring jasper, and never stained the reliefs. 
Blue was obtained by adding 5 pec cent of cobalt oxide in the white body; 
mixed with chromic acid it produced various tints of green. Refined manganese 
produced hlac, but was seldom used owing to its uncertain tint. Yellow was 
produced by adding Naples yellow, and black by a mixture of ochre, smithy 
black, and manganese oxide. Thousands of experimental trials were made. 

At first the jasper panels used as backgrounds for bas-relicfi were coloured 
throughout the mass of their fabric with mineral oxides, but it was found that 
a considerable percentage of these became spotted or marbled during firing. 
By 1777 Wedgwood discovered tliat uniform tints were possible by dipping 
the firont of the white jasper panel into a slip of coloured jasper. This is known 
to collcaors as dipped jasper. From 1780 nearly all bas-rcUefwork was coloured 
by this method. Small medallions for jeweUery and the hke were still coloured 
throughout. A dark-blue dip might sometimes cover panels of solid pale blue. 

These colours were the backgrounds against which the classical reliefs, 
portraits, and other motifs were applied, usually in wlute jasper. Moulds for 
these were made from wax originals in plaster-of-paris or fired cby. The 
moist wliite jasper was pressed by the potter’s thumb into such a ‘pitcher or 
intaglio mould until every line and dot was filled. The superfluous clay was 
then scraped off level with the face of the mould with a modelling tool. 
After drying for a few minutes, the white jasper relief was skilfully extraaed 
firom the mould, wetted with water and applied by hand to the coloured 
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panel, a process known as ‘sprigging on’. While the clay was stih soft the 
modeller tooled the relieft, undercutting the edges to give sharpness to 
shadows, and perfecting the surface. The subsequent firing was a skilled 
operation requiring infinite care and judgment. 

Ornamental waU-plaqucS of earthenware, fired but unglazcd, had been 
made by the Staffordshire potters from the seventeenth century. Some of 
these were crudely coloured, others were blacklcaded. Wedgwood’s first 
series of decorative plaques were flat slabs of basalt bearing Etruscan designs 
painted in colour. These were followed by basalt panels decorated in relief 
with subjects adapted from the frescoes of Herculaneum. Such panels, often 
finished with fluted borders, were intended for insertion in plaster walls. In 
some instances the field was hand-coloured. 

The obvious defects in such productions, which were usually slightly warped, 
paved tlie way for pressing the relief separately and applying it to the field, 
carefully undercutting the outer edges. This was a decided advance in the 
production of bas-reliefs. By the time Wedgwood had developed his jasper- 
ware several hands had become highly skilled in ‘sprigging on’. The long slabs 
of jasper to wltich the reliefs were applied were perfectly flat, while seldom 
exceeding a quarter of an inch in thickness—a tcclmical triumph indeed. 

Bas-rclicf plaques were at once fashionable as ‘cabinet pictures’, replacing 
the insertions of carved ivory then in vogue. Such panels eiiridicd satin wood 
bookcases, writing-tables, and a wide variety of small caskets. Sets enriched 
witli classical figure groups were made for insertion in mantelpieces. Usually 
the set consisted of five or seven panels, arranged with a large central plaque 
hanked by smaller rcaaugular plaques, and with a circular medallion at each 
end over the jamb, Flaxniaii’s ‘Medusa’s Head’ was a favourite motif for the 
latter position. 

Medallions and cameos hi jasper are among the most important bas-reliefs 
made by Wedgwood, those measuring up to two and a lialf inches wide being 
classed at tlic time as cameos, and the larger ones as medallions. Improvements 
in quality of material and manufacturing mcdiods can be traced chrono¬ 
logically by cotiiprison witli examples of known date. At first they were 
made in w'hitc biscuit, basalt, or terra-cotta, fine jasper following from about 
1777. Cameos and medallions were usually issued in scries, and these might be 
sold singly at sixpence each, or for threepence each if the set were bought. 
Such sets might be arranged hi mahogany cabinets fitted with suitably pierced 
trays. These included ‘The Kings and Queens of England', ‘Fabulous Age of 
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the Greeks’, ‘Gods ajid Goddesses', ’Egyptian History’, ‘Sacrifices’, ‘The 
Heads of the Popes’, taken from a series of 253 medals by James Anthony 
Dassier (d. 1759), at one time employed at the Mint. 

Fine as were tlic jasper medallions and cameos with coloured grounds, there 
was yet a more attractive variety to foDow, attempted only after 1790 and 
constituting the most elaborate of Wedgwood’s art-work. These arc the tri¬ 
coloured sped mens. The ground might be pink, rhe border blue, and the 
relief white. Variations of colour were many , but the relief was always wliitc. 
Tri-coloured oval medallions were made as brge as five inches by three 
inches, and cameos as small as a sixpence. 

A variety of jasper known as ‘laminated* was made in the late eighteenth 
ccnxmj and confined to bas-rclicfi on blue grounds. In these an extra layer of 
a darker blue was introduced at the beveUed edges. Often this was carried 
right through the field and is visible in the circular fire-holes cut in the back 
to prevent expansion with consequent warping and cracking during firing. 
This, when polished on the bevelled edge, gives all the effect of a cameo 
of two or three strata. Medallions and cameos, like portraits, were issued in 
paper wrap^rs, each printed with the name of the subject, its source, and 
Wedgwood's catalogue number. 

From copying the antique it was but a step to producing medallions dis- 
playing contemporary portraits, the scries being named by Wedgwood him¬ 
self as Heads of Illustrious Modems’. The number of subjects eventually 
reached about one thousand: die catalogue of 1787 lists 229 names. Portraits 
made during the lifetime of Josiah Wedgwood are rare. 

Jasper-ware portraits nonnally display the subject in profile, a white relief 
apinst a coloured ground—usually blue, infrequently green or black, rarely 
lilac or yellow. Each likeness, derived from life-studies, prints, or paintings 
was first modelled in wax, occasionaUy in very high relief. Full faces are rare' 
these including Dr Erasmus Darwin, Dr Boerhaave, and Flaxnian’s portraits 
of Captain Cook, WilUam Pitt, and Charles]. Fox. Most portraits of celebri¬ 
ties were named in front in block letters and could be bought for one shilling 
apiece: if enclosed in a coloured frame of jasper the price might reach one 
guinea, 

Wcdgivood also issu<^ jasper portraits in bas-relief to private commission 
His catalogue instructed potential clients that models of clay should be fired 
to enable them to withstand the journey by road unharmed: or plaster moulds 
might be supplied. These were required to be one-fifth larger than the com- 
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pletcd portrait in jasper. It was more usual, however, for the model to be sent 
in the torni of a wax profile carved by one of the numy wax portraitists then 
in business, the cost ranging from three to five guineas. Wedgwood himiu^lf 
recommended Joachim Smith. Any number of copies in jasper could be 
ordered, but not less than ten, the cameo size costing five shillings and medal¬ 
lions half a guinea each. Jasper portraits suitable for setting in seals, rings, or 
other jewellery cost seven shillings and sixpence each. 

Many bas-relief medallions and portraits were sold already framed by 
jewellers and toy dealers. Collectors look for the oval ormolu frames finely 
and delicately chased and made more ornate by the addition of elaborate 
crestings. These might be of sUver—skilfully worked bows or scrolls, or cast 
floral sprays and birds. 

Wedgwood wrote of bis bas-relief cameos: 'These are set in gold and cut- 
steel mountings for rings, lockets, bracelets, snuff-boxes, watch-keys, and 
chains, and a number of other trinkets which have lately been much worn by 
the nobility’. They are also found, less frequently, set in stiver and pinchbeck. 
Miss Eliza Mcteyard. in her book Wedgwoi^d attd hii Workst lists some thirty 
other articles into w'hich they were set, such as chatelaines, hair-pins, belt- 
buckles, brooches, pcndaiits, ear-rings and coat-buttons. 

Boulton & Fothergill of Birmingham nianufaccured a great deal of such 
jewellery, specializing in hand-wrought cut-stcci mounts. Such mountings 
might be enriched with an inner fillet of gold, sometimes widi the addition 
of polished Jasper beads, bands of enamels, or cry stal glass over coloured foil. 
A self-portrait of Madame Vigee Lebrun shows her wearing a waist-girdle 
fastened with a buckle displaying a Wedgwood medallion with matcliing 
car-drops. Reversible cameos were made with figures in reUcf on both faces: 
these were mounted in pendants. Tlicre was a great vogue in Paris for this 
jewellery, Wedgwood’s depot there being kept well stocked with suitable 
cameos. 

In Ills catalogue Wedgwood advertised that he employed 'some of the best 
artists in Europe’ in connection with his bas-relief work, and these he paid 
liberally. James Tassie, the eminent Scottish gcm-cngravcr, modelled many 
bas-rclicfr, cliiefly classic heads and portraits, the laner including Lord Amherst 
and Adam Smith. 

John Flaxman, R.A., celebrated for his classical designs in this medium, 
received his first commission from Wedgwood in 1775 when he was twenty 
years old, the great potter being his chief source of income for the next twelve 
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years. He (iid many designs in the classical style, including series of the im¬ 
mensely popular cameos ot the Muses with Apollo, modelled in. i777- Idis 
original wax model of ‘Veturia and Volumnia entreating Coriolanus', for 
which he was paid nine guineas in [7S5, still exists. Among the many excellent 
profile portraits which he modelled was the complete series of George 111 and 
his family. Sir Joshua Reynolds, the Duchess of Devonsliire, and rhe Admirals 
Nelson, Howe, Duncan, and St Vincent. Flaxnian went to Italy for the purpose 
of study in 17 87, and while in Rome he directed a group of Italian modellers— 
Angclitii, Dalmazzio, Fratoddi, Mangiarotti, Manzolini, and Pacetti—in copy¬ 
ing for Wedgwood classic designs suited to bas-relief work in jasper. 

William Hack wood, fonnerly an engraver of transfer-prints for the painted 
enamel trade at Wednesbury, joined Josiah Wedgwoi^d in 1769 and quickly 
became his chief modeller of bas-rehefs. In 1774 Wedgwood wrote: ‘Hack- 
wood is of the greatest value and consequence in finishing fine small work. 
We want half a dozen more Hackwoodsf He remained with the firm until 
1832. Soitie of Hack wood’s plaques equal in every w'ay those designed and 
modelled by more eminent artists ot the period. In January 1776 Wedgwood 
recorded that ‘The Birth of Bacchus’, modelled by Hackwood from Michel¬ 
angelo’s seal, w'as then the largest jasper plaque to have been produced. It 
measured twenty-seven inches aaoss by twelve inches high, and sold for 
tliirty shillings. 

Hack wood’s excellent profile portraits include those of George 111 , Queen 
Charlotte, Josiah Wedgwood, David Garrick (all modelled in 1777), Admiral 
Keppcl, Dr Priestley, Louis XVI, and an old bricklayer, Edward Bourne, 
employed on the Wedgwood pottery kilns. This and the profile of Wedgwood 
are signed w.H. in script, the only instances of a modeller’s mark to be found 
on the surface of any jasper bas-relief. 

Wedgwood was dogmatic regarding the use of names other than Ills own 
and Bentley’s, although a few bas-reliefs arc known inscribed on tlie back *by 
Flaxmanh Considering his pottery solely as a commercial enterprise—Wedg¬ 
wood died worth half a million pounds—lie beUeved that all individual effort, 
by permanent employees and celebrated modellers and artists alike, should be 
merged into a single unit under die name of Wedgwood. But he had no 
hesitation in acknowledging bi his catalogue designs for bas-reliefs from his 
friend Sit Joshua Reynolds, P.R.A., and a number of fashionable amateurs. 

To Lady Tcmplctown, who supplied sentimental classical designs—not wax 
models—he paid a marked tribute in his catalogue, where he announced that 
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'the exquisite taste of her bas-reliefi is universally acknowledged’* The model¬ 
ling was carried out by Hackwood. Wedgwood acknowledged to Lady Diana 
Beauclcrk the designs for the ‘Bacchanalian Children'. 

Eminent among the forty-eight modellers listed by Miss Metcyard, and 
whose work was issued anonymously, were John Bacon, R. A., George Stubbs, 
R.A., Richard Westmacott.R. A*, Louis-Fran^ois Roubiliac, J. Coade, T.Pingo, 
and James Wyatt, Professional profiJists in wax included Matthew and Isaac 
Gosset, Joachim Smith, E. G. Mountstephen, and Patience Wright. 

Wedgwood’s bas-reliefs from 1772 onwards were always impressed with 
the name of his finn; in that year he wrote to Bentley: 'Going on a plan to 
mark the whole’. The soft day was impressed with ordinary printer’s type of 
the period, such marks being entirely durable when fired. Until Bentley’s 
death in J 7 80 die mark 

WEDGWOOD 
& BENTLEY 

was Used in four sizes. From 1780 the name WEDgwood in six varying sizes 
of type has been impressed. Intaglios also had the catalogue number impressed 
beneath the name. 

Modem jasper bas-reliefs in black, dark blue, light blue, and sagogreen date 
from 1851 onwards. The word England has been impressed beneath the 
name from 1891, Some examples are exact facsimiles of the old Wedgwood, 
the original wax models having been used. After inspection of authenticated 
museum specimens, however, the collector will distinguish productions of the 
past century from those made by Josiah "Wedgwood and his contemporaries. 
Occasioiially in recetit years the word ‘England’ has been converted into 
‘Bentley’ and preceded by ‘Si:’, presumably by the use of an electric tool. 
Bur the alert collector will recognize such conversions, which are illegal. 

Some eighteenth-century medallions bear workshop instructions mseribed 
into the unfired body witli a sharp point. Such notes as ‘E.Wash’ and ‘L.Tuh’ 
indicated to the potters the composition of tlic materials used: the letters ‘TBO’ 
mean 'top of the biscuit oven’, 

Tlic mark wedge wood, impressed by W. Smith, a potter at Stockton-on- 
Tees, is sometimes found on small blue and white mcdallious of poor quality. 
The Staffordshire firm naturally obtained a perpetual injunction aud the marks 
were discontinued from 1848. 

W^ilJiam Adanis, a favoured pupil of Josiah "Wedgwood, left his master in 
1789 established a pottery at Green gates. Tuns tall, where he produced 

G 
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some of tlic most successful bnitations of Wcdgwootl’s jasper bas-reliefs, 
using the formulae and processes learned at Etruria. 

Henry Neale of Hanley claimed to have been earlier in the field of 
jasper bas-reliefs than Wedgwood himself. But for the marks it would be 
difficult to distinguish between the work of the two potters. John Voyez, his 
modeller, cleverly imitated the finest of Wedgwood’s costly designs immedi¬ 
ately they were issued: copyright in design was then limited to no longer than 
three months. In 1776 the firm became Palmer & Neale, and some extremely 
large nicdallions in blue and white bear their name, 

John Turner of Lane End, and his son, produced bas-reUefs in what appeared 
to be an excellent, fuic-textured jasper, either slaty blue, green, or black, and 
were formidable competitors of ^^^edgwood. Not until about i 79 ®> however, 
did the Turners issue true jasper-ware. 


Ill 


Staffordshire Pew Groups 


P OTTERY models crowded on farmhoiise majitelshelvcs and window- 
silb have come to be associated largely with the eaxly years of Victoria’s 
reign. But a hundred years earlier, Staflordshirc potters were already 
evolving decorative models for the homely farmstead and more modest house¬ 
hold. Mid-ciglitcctith-century porcelain manufacturers vied with each other 
to produce imiutions of Conrincntal ornaments for chose who could afford 
them, but, charactcristicatly, these early Georgian earthenware workers of 
Staffordshire used their lively itnaginations in the production of wholly original 
designs. 

Outstanding among these were the ornaments wliich have come to be 
known as pew groups. These consisted of small groups of figures whimsically 
ntodelied in die vivid black-and-white required to show clearly in the smoky 
half-light of the mantelshelf where they would sit with apparent contentment. 

Until the introduction of plaster-of-parU moulds into the Potteries in about 
1730, figures were niodcUcd almost entirely by hand with the liclp of a few 
simple tools. Tltis of necessity precluded exact duplication in the mass-produc¬ 
tion manner. Each piece of figure-pottery was a hand-worked creation in 
which the potter’s personal idiosjmerasies were given full scope to vary the 
standard model from which he worked. 

The basis of such a group was usually a solid, high-backed settle, which 
formed a convenient background for the seated figures, usually consisting of 
one or two men and a woman: three-figure groups arc rare. The settles might 
sometimes slightly rcseinhlc church pews, but no religious significance should 
be inferred from the name by wliich they are known to collectors. Themes 
vary, love and music being the most frequent. 

Pew groups may be considered in cliree classes: sait-glazcd, lead-glazed, and 
reproductions—the last being the most numerous. The salt-glazed petv groups 
appear to be the productions of a single factory, not more tliaii half a dozen 
modellers being concerned. The figures, with minor variations, wear similar 
clothing. The rigidly posed women are dressed in widely flowing skirts partly 

41 


^ MORE ABOUT COLLECTING ANTIQUES 

hidden beneath long aprons, eight bodices, and ruffled ca^. The men are clad 
in skirted coats worn over frogged and buttoned waistcoats, their heads 
bewigged with tightly twisted roU-curU, 

The use of these fashions considered alone might place pew groups e^ly in 
the reign of George II (1727-60). Technical influences, however, establish the 
date more accurately as during the few years preceding the introduction of 
moulds for figure-making. Additional reasons for placuig pew groups in the 
174OS arc found in die use of a white body containing calcined flint, introduced 
in about 1740, and the use of incised or scratched decoration on some examples. 
In these, a pattern, incised with a sharp cool on the back of the settle before 
firing, is emphasized by a filling of powdered cobalt. Hand-moulded, blue- 
scratched pew groups must therefore dace between about 1740 I 750 - 

From about 1750 salt-glazed pottery might be enamelled in colours, and 
the absence of such decoration on pew groups is yet another pointer to their 
date. 

It is die opinion of some authorities chat Aaron Wood was responsible for 
die salt-glazed pew groups. Wood, formerly an apprentice witii Doctor Wedg¬ 
wood, became die finest block-cutter and mould-maker of his day. it is difficult 
to correlate the meticulously fine craftsmanship required for first-class mould¬ 
ing with the naive designs of existing pew groups. 

John Astbury is the potter most probably concerned with die producrion of 
these groups. The scries of figures representing musicians playing bagpipes 
and other bsttuments, which are generally credited to Astbur}', bear a remark¬ 
able resemblance to certain figures in musical pew groups, Astbun,’ is also 
assumed to have been the first to introduce white pottery such as was used tor 
this work, an improvement brought about by incorporating calcined and 
ground flint, instead of sand. 

The number of salt-glazed pew groups that have cotne to light during the 
past twenty-five years has reached significant proportions. It is therefore essen¬ 
tial for the collector to be familiar with the constructional technique of the 
pew-group potter two centuries ago. 

The ‘Woman between Fiddler and Bagpipe Player’ was carefully examined 
by the audior before its sale at Sotheby’s in 1932. Clays of two contrasting 
colours were skilfully used, white and a brownish black. The black portions 
of pew groups were produced not by painting or glazing, but by super¬ 
imposing dark day on the wliitc body. 

The settle, 6^ ins. high, 8| ins. long, and 2^ ins. wide, was obviously the 



Ij (iifrnriL')* Paw group 
of A woman and pipiT. 
Noic; lllc incised decora- 
don ors tKc back of the 
WEtle, and rhe black- 
atid-wlnie ropt^-twisied 
amis. Jpj ihe Qhiishtr 
Coitcahn, fUz iriltimt 
MiiSiTmin CiUHhfid^er 


14. Woman holding a 
dog, and 1 piper. 
Intiaed deciirarion oti 
the scnle-back. hi rha 
Cliushar Pu^- 

unfimm iMusaum, Cam- 
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15 - An all-white pew tj'rnup ^how-lng Ad-im and Eve standing m tmnt of a settle tllat 
siippnrt^ an apple trcc^ In rftf Cimln^r Colhcfhvu fkzwiUhrn Mjtsvmru CtnnbriJj^v. 



16. A piper and a hddler. A horse aa id di>garc niodclledtn relief on the pierced scitle- 
biek. Ift fifi' Qlaishcr hii^tufUimti Musatm^ C^amhridjiit'^ 
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first unit to be prepared. This was constructed of five sections—^base, back^ 
sides, and seat—cut from a In, thick sheet of white clay, as though it were 
pastry. A in. moulding applied around the top of the settlc-back added 
strength to a weak portion. Decorative arm-rests were made by twisting to¬ 
gether rolled lengtlts of white and black clay. Into the back below the seat 
three irregular arches were cut. The back of the settle in this instance was 
decorated with seven groups of dots in dark sUp arranged in the form of a 
halo around the head of the centra) figure. 

This style of decoration is rare. More frequently a motif composed of 
spades, circles, and a heart was cut into the hack of the settle. Solon, in liis 
Art of the OU EngUsh Potter, remarks that such cut-work motifi imitate a 
German style of decoration, and were popular in England from about 1720 
to 1750, Sometimes the setde-baefc might be scratched and the hollows filled 
with blue decoration. Joints were carefully smoothed. 

The various anatomical sections of the figures were then modelled by rolling, 
cutting, and pinching. From the waist up, the woman was a solid core modelled 
from an almost plain cylinder formed by rolling clay between the pahns of the 
hands. The upper end was shaped into a neck. A ball of clay was rolled into a 
sphere and modelled into a head. Arms of rolled clay were then attached to 
the body, their flattened ends tooled to represent hands and fingers. 

The figure was then dressed, the garments being cut fiom paste rolled flat 
to one-sixteenth of an inch chick. Black ruffs were wrapped around the fore¬ 
arms and wrists to give the illusion of sleeves. No legs were hidden beneath 
the billowing skirt, which was composed of alternating strips of black and 
white clay, the surfaces of the white stripes being decorated with milled lines. 
Over this elaborate skin was placed a long, plain white apron, the potter com¬ 
pleting the ensemble by fitting a pleated cap of clay. The eyes, necklace, and 
other dots were of black sUp. 

The men were more completely modelled than the women, their dress less 
thoroughly disguising the figure. The clothing fitted over skeleton cores in 
the same way as on the women. Boldly curved ringlets consisring of narrow 
strips of clay were attached to the head, which might be fitted with a tricorn 
hat. Dark clay was used for the Iiat, neck-ribbons, cuffs, and shoes, while the 
edges of the hat-brim and shoe-buckics were white. The men were often 
supplied with musical instruments such as bagpipes or fiddle. 

After modelling, the pew group was fired in die kiln. The white-day body 
frona which tile groups were made was liardcr and more durable than earlier 


MORE ABOUT COLIECTING ANTIQUES 


46 

earthenwares. The hard, translucent, non-porous salt glaze, which had super¬ 
seded the dull lead glaze formerly used, was produced by the action of sodium 
chloride (common salt) upon die red-hot surface of the clay. The salt was 
shovelled into the kiln through apertures made specially for die purpose, 
h ^ing suddenly introduced at die momait of peak temperature, immediately 
before acrivc firing ended- The ware was enclosed within perforated saggars 
piled one above the other. The petforadons pennitted the vapour from the 
volatilized salt to reach the ware, w’hen certain chcnucal changes occurred. 
This caused siUcatc of soda to be deposited over the surface of the ware, pro¬ 
ducing, when cold, a film of transparent soda-glass. Salt glaze, brilliant and 
of outstanding durabilit)-, is characterized by tiny, well defined pin-holes or 
granulations. 

The lead-glaze pew groups were a later series of two-figure models with 
circular seats and crudely formed figures. They were made by Wedgwood, 
and bear his name impressed on the base. This places them after I759 when he 
started in business on his own account, and before his partnership with Thomas 
Bendey in 176S. The glazing of these groups was achieved much as it would 
be today, the group being fired to achieve the state known as biscuit, and 
then dipped in li<imd glaze and given a further firing to set it. The resultant 
glaze has a faintly green hue. Touches of colour were introduced widi 
manganese-purple and brown. One typical Wedgwood group shows two 
youths, one reading a book, the other holding a scroll in his left hand and a 
glass ot beer in his right. 

Reproduction salt-glazed pew groups appear to have been made from 
photographs of genuine pieces. Modelling is laboured, lacking the apparent 
easy carelessness of originals, and white clay only is used. Decoration is in 
black slip, as a superficial wash, brush-applied, instead of being built into the 
piece. The technique of manufacture displays many other discrepancies when 
compared with that of pew groups made two hundred years ago. 


IV 


Sporting Stirrup-cups 


T n E great English blood-sport period covered the lifc-spanof GeorgeIV. 
Ever)'oiie, from royalty to the poorest peasant, was interested in 
some kind of sport, ranging from fox-hunting to cock-fighting. 
Paintings and prints illustrating their innumerable phases were commissioned 
by successful sportsmen themselves. Figures in pottery and porcelain com¬ 
memorated outstanding sporting events, and many of the greyhounds depicted 
were modelled from famous champions. This era was notable for hard drink¬ 
ing, especially of strong ales, then the most potent of English liquors. It is not 
surprising, therefore, that sUversmitlis catered to the needs of the sporting 
ffatemity by producing drinking-cups modelled after the heads of the various 
animals associated with, the favoured sports. 

Silver stirrup-cups were chiefly presentation pieces. They were made from 
as early as about 1750, hand-raised from single plates of metal. The circular 
rims were finished in the form of plain collars intended to be engraved with 
inscriptions associated with some memorable or personal occasion. For half a 
century die majority were life-like fox-masks, the work of silversmiths who 
delighted in rendering accurate models of Re^mard, From 1765 until about 
1790 it was fcshionablc for each hunt nicmber to possess a silver stirrup-cup 
engraved with some such inscription as ‘Prosperity' to the Red Coat Hunt’, or 
‘Success to the Melton Hunt’, The ovracr’s crest was engraved upon die skull. 
The Regency sporting fever increased the demand for such cups, and they 
began to be cast in heavy silver, finkhcd by liand-chasing. 

Greyhound heads were now favourites, being presented as prizes at coursing 
matches. An inscription encircling the collar commemorated the occasion. 
One example reads: ‘Won by G, H. O. Esqrc. B.C.B. Jess at 13 months 
beating seven others. 1S15.’ This example is hall-marked 1813: another hall¬ 
marked 1814 was not bscribed until i8tS, mdicatmg that silver stirrup-cups 
had become stock-picccs to be bought as occasion required. 

Ceramic stirrup-cups were made from about 1770, in great demand being 
those fox-masks from which Nimrod and his contemporaries drank a starlight 
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pick-me-up of homc-brcwcd beer or sack before setting out to face tKc dark 
world, which greeted the old-time fox-htuirer. They varied in size from a 
three-inch dramnter to die giant almost a foot long. Midget examples in bone 
china were htted with liingcd metal lids and used as snufT-boxes. These date 
from about 1820. 

To Thomas Wliicldon, that potter-genius of Fenton Low in Staffordshire, 
goes the credit for first fashioning a fox-head stirrup-cup in earthenware. Ac 
first W hidden tox-hcads were boldly modelled and splashed with a green 
glaze which gave them a sinister expression. The later productions were less 
deeply moulded and were enamelled in naturaliscic colours with a green 
collar encircling the neck-rim, Tlie glaze was tinged faintly brown, a dnt 
which rime has changed into varying hues covered with fine hair-line crazing. 
Wliieldon designs included the earless fox-head of creamy white pottery widi 
olive markings. 

A wide varict)' of fox-head drmking-cups was issued by the Staffordshire 
potters during the next three-quarters of a century, but it is impossible to 
attribute specimens to individual factories, apart from cliosc in black basalt made 
by Josiah Wedgwood, and those covered with a bright, black glaze made by 
J. & J. Jackson of Burslcm from about 1790. Eardicnw'ace stirrup-cups made 
before about 1825 were skilfully modelled, comparable with contemporary 
examples in bone china. Afterwards modelling progressively deteriorated, 
aldiough inferior enamels were artistically appUed. Taken as a class, however, 
Staffordshire fox-heads are extremely attractive, usually being decorated in 
natural colours but with pink ears and black or grey muzzles. Cup interiors 
niight have a fainrly bluish tint, due to the presence of smalt in the glaze. 
Among later fox-heads may be included those with reddish brown and black 
markings, all-over brown glaze, the productions of Lambeth and Fulham, 
and all-over red or yellow glaze. 

Collars encircling the ncc^ of earthenware fox-heads vary in colour: black, 
blue, yellow, white, and yellow with black edges are most foequent. Gilt 
collars are sometimes found and, after about 1800, collars of pink lustre. 
Inscribed on the upper neck of the collar in contrasting colour, usually in gold 
or black, might be the owner’s name or cypher, or the cry ‘Tally-ho’, early 
variants including ‘Tallio’, ‘Tally Hoo’, ‘Talley, Ho‘, and ‘Tallyho’, 

Fox-head and other stirrup-cups were made in sofi-pastc porcelain from the 
1770s until the end of the century. Several entries in the Derby-Chebea sale 
catalogue of 1780 show them to have been sold in pairs, large size fox-heads 
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fetching Ss. 6<i> the pak; ‘one pair foxes heads for drinking cups 6s/; and ‘one 
pair hares’ heads enamelled and gilt’. 

Derby fox-heads in porcelain were beaudfblly modelled, the cunning ex¬ 
pression of the eyes being panicularly well delineated. The most arresting of 
aU is the style enainelJed in naturalistic tawny-red tones with a gilt collar. The 
collar might be inscribed with the name of the hunt, such as ‘Success to the 
Mckon Hunt’, or the name of the owner, but more frequently merely with 
the cry ‘Tally-ho\ 

With the introduction of bone china in 1798 sporting sdrrup-cups began 
to be produced in the new ceramic medium, white, cough, and translucent. 
Derby produced a senes of nacuralisdc sdrrup-cups in bone china, fox-heads 
fecqucntly having yellow eyes and pink collars: many were glazed in a pearly 
white. Others were decorated in plain all-over colour such as brown or 
yellow, with a matt exterior and glazed within. Later Derby fbx-head stirrup- 
cups were less skilfully modelled, naturalistically coloured and without collars, 
and were higlily glazed. These now display hair-vein crazing. 

Hound-head sdrrup-cups ran a close ftvourite to the fox-heads, Ralph 
Wood II of Burslem produced examples in earthenware: these arc crudely 
shaped, with a light oUvc-grccn translucent glaze giving them a somewhat 
repclleuc air. John Turner of Lane End modcUed some very life-like hound- 
heads in earthenw’are, including the unglazed cane-coloured scries with glazed 
interiors and with collar bands decorated vrith anthemion and florette modfs. 
At least thirty of the Staflbrdshire potters made earthenware hound-heads. 
Those of the eighteenth century and until about iSzo were cleverly modelled 
with ears laid flat, naturalisdcally enamelled with dcllt^tcly dnted muzzles. 
Tones of reddish brown and black, with gold and black coQars, arc found, 
brown markings being a common variadon. The rim might be encircled with 
a border of a deeper tint of the dominating hue. Many of the coarser and later 
Staffordshire fox- and hound-heads of earthenware were made to serve as 
prizes at fairs and rural festivities. 

Realistically featured hound-heads in soft porcelain came from Derby. 
Collars miglit display gold-lettered references to celebrated hounds of the 
period: more frequently the names of these enemies of Reynard appear to 
have been of the stock variety, such as Flora, Pompey, Sweet Lyn, and Cicero. 
The name of the hunt is rarely inscribed on the collar. In some examples the 
gold collar is pierced with holes for the mounting of a gold or silver name- 
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Derby, Rockingham, Coalport, and some two dozen Staffordshire potters 
specializing in bone china issued hound-heads in naturalistic colours. To 
Rockingham, dating from 1821, may be attributed some of the lavender-glazed 
hound-heads. Marked wdth tl^e Rockingham griffin, dating from 1826, are 
some vigorously modelled hound-heads in plain white, their necks encircled 
with collars of highly lustrous gilding. From Staffordsliire came the bone- 
chiiia hound-heads in a dull, wliitc biscuit, and a well-modelled series coloured 
in tones of black and grey, reddish brown, or grey brown. Bbck ears and a 
light-maroon muzzle distinguish another extensive series. Collars might be 
gilded, but were generally in red, yellow, or black enamel, upon which the 
name of the liound might be inscribed in gold or enamel of a contrasting 
colour. 

The decr-^talkcr preferred Ids stirrup-cup to cake the fomi of a deer- or 
stag-head, without antlers. Some of these, unlike other stirrup-cups wdiich arc 
invarbbly round or oval rimmed, have everted crcscent-shaped openings. 
Whicldon's deer-heads in earthenw'a re were poorly modelled in a light cream 
ware coloured with manganese. Tliey may be recognized by their exception¬ 
ally tiny ears. Some were garishly decorated in light colours and finished with 
green and yellow translucent glaze sparingly applied. 

The potters responsible for the majority of deer-heads in earthenware 
remain unknown. There is, however, a scries of fawn-head stirrup-cups in 
chocolate-tinted earthenw-arc with collars decorated with vine motifs in reUef: 
these arc impressed wdeh die mark £. Mayer of HarJey (1770-1813). 
Others are found in agate-ware distinctively marked in brown and yellow, 
A small-eared series of sensitively modelled dccr-hcads was made in cream- 
ware and decorated in buff and black, or marbled mottling in several tones of 
brown. The collars were decorated w'icli hand-incised motifs. 

Silver lustre was used in connection with deer-heads, the tare all-over 
examples having rims impressed in relief with decorative motifs. A more 
numerous group was dappled with silver lustre, and others were given pink, 
frond-like motifs in lustre. It is doubtful if deer-heads were made in soft- 
paste porcelain. Examples in bone china arc always naturaUstically coloured, 
A few dccr-hcads in white were printed with die Rockingham griffin. 

The Georgian angler slaked his thirst from a cup made in the form of a 
trout-head. Such stirrup-cups appear to have originated at Derby in bone 
china: none has been noted in any other medium. The Derby trout-head is 
carefully modelled and enamelled in naturalistic colours, vinth a spotted green 
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back and pink fins. The rini may be encircled with, a gilt-rimmed white band 
inscribed in gold with a fisherman’s slogan such as ‘The Angler’s DeKght’, 
Others, Staliordsliirc in origin, arc of pl^n white bone china, glazed, somc^ 
times with gilt fins and a speckled mouth. Another scries has grey markings 
witli scales moulded in relief A few arc known in the brown glazed stoneware 
of Fulham. 

Hare-head stirrup-cups for die thirsty harcKTourser appear to have originated 
in die pottery of Ralph Wood II. These arc poorly modelled widi close-set ears, 
their glaze having a fawny-grey tint, During the last decade of the eighteenth 
century, a hare-head cup in earthenware might have large loop-handles Ranked 
by the cars and an everted, channelled, drcular opening sec at right angles to 
the head. These w'cre enamelled in various tones of brown. Early in the 
nineteenth century a type in natural colours was made with upright cars 
which the drinker might grasp as a handle. 

The loop-handled type was made of porcelain at Derby during the 1770s. 
These were excellently modeUed and enamelled in tones of russet and fawn: 
die edges of the cup-mouth and the channels on the outer surface were out¬ 
lined in gold. Derby later made similar pieces in bone china. These were 
naturalistically coloured and marked wdth crown, crossed batons, and D in red, 
dating firom 1815, Others were coloured all over in dark or light brown. 
Staffordshire also issued some excellent hare-lieads in bone china, including 
a series with light-blue markings. 

Closely associated with the hare-head was the stirrup-cup representing a 
greyhottnd’s head. In earthenware clicse were made with many styles of decora¬ 
don, particularly attractive being a long-head t}'pc artisticaUy coloured in 
shades of grey. Early examples might be in yellow grey with a streaky glaze. 
The bone-china potters issued excellent greyhound cups naturalistically col¬ 
oured. The gilt border encircling the rim is somerimes inscribed with the 
name of the hound’s owner in gold, or die name of the animal itself. Spode 
made some excellent greyhound heads in bone china with black and white 
markings and light-brown collars. These arc distinguished from similar cups 
by other makers by their exceptionally long necks, and may soiiicdmes be 
marked ‘Copeland & Garrett’, dadng them between 1833 and 1S46. 

The bull-baiting enthusiast preferred a bulldog head. Such stirrup-cups in 
earthenware appear to have emanated from a single unidentified factory and 
arc frequently glazed iti brown with yellow eyes and collar, Vaiiadons in¬ 
cluded white, black, and mottled, Rockingham issued some well modelled 
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bulldog heads in bone ehina, usually in white with gilt collars. StafTordshirc 
produced white bulldog heads in several sizes. 

Large bull-terrier heads with protruding ears and carefully coloured were 
made in bone china at Derby. The collar might be incised in letters, afterwards 
gilt, with the name of a celebrated dog. 

Other sports were also catered for. The country squire whose favourite 
hobby was shooting game drank from a cup in the form of a setter’s head. 
Rockingham setters in natural colours are marked with the griffin m red. 
Dalmatian stirrup-cups for the man who enjoyed a country drive, with his 
‘plum pudding’ dog trotting contentedly beneath liis carriage, were made in 
both earthenware and bone china, the latter having gilded rims. They were 
also made in a buff-coloured stoneware. 

The prize-fighting enthusiast delighted to quaff his ale firom a cup in the 
form of a clenched fist; the cock-fighter preferred a cock’s head. Bears’ heads 
were made in Staffordshire and in Newcastle from about 1790 in blacker brown 
glazed earthenware. From Leeds came a scries in the form of liorses’ heads. 

The colleaor who scumbles across a marked sdrrup^rup will consider him¬ 
self very fortunate. Early cups may be attributed to certain potters by the 
resemblance of the ware and its decoranon to pieces of know'n origin. Apart 
firom the few outstanding potters, earthenware and bone diiiia were rarely 
marked, and as some fifty or more made these souvenirs of bygone sports, it 
is almost impossible to attribute accurately the origin of secondary examples. 
Derby made sporting stirrup-cups in soft-paste porcelain from the 1770s, and 
such pieces were marked, as were the bone-china exaiuples dating from 1S15. 
Early Rockingham examples arc unmarked, the griffin printed in red or brown 
daring firom 1S26. 

Reproductions of sporting srirrup-^ps in bone china are widely made, 
those in porcelain and earthenware less frequently. Bone-china reproductions 
made by one firm are crude, with colours amateurishly appUed, their glaze 
brilliant and rough, and, in the case of fox heads, their points arc painted black 
almost to the cheek bones. Although costing less tlian five shilitngs each, such 
reproductions have been sold at ten and twrive guineas each. Another series of 
bone-china reproductions more closely resembles the originals. 



17 - Wlik-ldcin stimip-cups. Fox-head and deer-head, decora ced ivith spJasbe^ of green 
and bros^iT gbze. hi the {olktihm tjf Ci'^hncl Ger^W 



iS. Sdrrup-cnps by kalph Wood L Lrjt: Hare-head wiih cars ekisely glazed in fiiwny 
preVr Hound^liead vvicli lighi olive-greeii tiaii!ilijcciit glaze. Iti ttw ^oUciiixtu of 

Cifhvfi'l QiTcrrd Lvij^k* 



19, Derby stirrup-cyps. Ltjh Trout-head in natural colours with collar inscribed in gold 
THt anclmh^s delight. Right: Hare-head, with large loop handle flanked by the ears. 
Marked with crow'n, crossed batons^ and D in red. Itttm re/Zeriisni ^ Ct*/yffc/ Ccftird Leigh* 
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20. Ea rchcn ware sttrtup-cupSr iwii/ rijfht Bear-hcjd^ in bruwit and black cbzjL% fi>fEi 1790. Cen/rc: 

Dog'5 head with ciianidled dccoraticn. In the Brighum .“lit GiiWe-rj' rini/ Mnsami, 



21, ^nrrup-cnpi^ of cmlourcd earthenware in the kifin of biilldo^^ hcadi- Im dti- Brigitfoti MnH'um tinJ 

CirWcTjf. 



22. Earthenware siirrup<u[K. Ufi: FD?t^iCAJ, red and black glassed. Qrifrc; l>og\ head painted with 
coloured eiuincU- Righn Fox-fjcad. yellow' glajred, {ft the BrigluMi and .drt CrtZ/try. 
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Pottery and Porcelain Punch-howls 


F o s well over a hundred years every convivial gathering around a winter's 
fire, and especially the rollicking feasts that heartened the long black 
nights of Christniastidc, centred on the very symbol of eighteenth- 
century hospitality—the huge, steaming punch-bowl. 

During the seventeenth century, sailors discovered the potent mixture. Six 
thousand together drank from the great inarhle fountam-bowl of punch with 
which Admiral Edward Russell, commander of the Mediterranean fleet, made 
merry in 1694 at Alicante, The quantity that they drank may be gauged by the 
inclusion of 2,500 lemons, not to mention four hogsheads of brandy and 
tlutteen hundredweight of sugar among other ingredients. A sliip’s boy in 
a special boat rowed round in the brew to serve the throng. 

As late as Mr Pickwick’s day, when that decorative gentleman celebrated 
Christmas afternoon by falling into Mr War die’s pond, it was only to be ex¬ 
pected that the company should celebrate his safety in no fewer than three 
bowls of the hot and potent mixture—such a mixture as, on another occasion, 
and ordered by an appreciative Sam Weller, provoked Mr T ucklc the footman, 
dressed out with cocked hat and stick, to dance a frog hornpipe on die table. 
Such being the universality of the drink, it is not surprising that punch-bowls 
were long regarded as the perfect gifts at the season of goodwill, and that even 
today the punch-bowl has particular charms for those who delight in colourful 
reminders of past revels. 

Squire Eracebridge himself mixed the Christmas punch of wliich we read 
in Thackeray’s Sketch Book. In its heyday, punch-making was a distinguished 
social accomplishment, and often a passport to celebrity. The endiusiasts of die 
eighteenth century vied with each other in their experiments and invenrioms. 
A successful punch gave its creator his little hour of glory, or brought trade to 
mine host and renown to liis tavern. Fashionable punch-makers, or punchifiers, 
commanded high wages. According to the best tradition of punch-building, 
the drink was subtly concocted before the eyes of die guests. 

Punch clul^ were created during the Orange regime, flourishing profitably 
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throughout the reigns of the four Georges. Their well-stocked piinchcries 
were mugnihccnt in clieir display of colourful punch-bowls, long-handled 
ladles, drinking glasses with their accompanying saucers of pottery, sugar- 
bo w'b, spicc-dredgers, and bottles hung with enamelled labels naming the 
numerous liquors that went to the making of the fifty or sixty modish punches. 
The E^inljurgb Reineu\ in 1815, made a note of the convivial company to be 
found in the punch clubs. 

The sudden popularity of punch drinking inevitably encouraged die liosts 
of some inns and taverns to specialize hi the sale of the new drink. Known as 
punch-houses, these establishments catered specially for sailors, and were par¬ 
ticularly numerous in seaports. Wheeler, writing in 1671, distinguished be¬ 
tween ‘Victuallers and Punch-houses’, and Carlyle, in his Atnobwgrajjhy of 
1805, mentioned that ‘a company of seven or eight, all clergymen, supped at a 
punch-house in the Bow’. 

'A bowl o’ punch’ was referred to as early as 1632, but the drink was suffi- 
ciendy a novelty in 1662 for Evelyn to record in his Diary that he had tasted 
the strange drink. Authoriries are agreed on its Oriental origin and consider 
the name to be a corruption of the Hindu word Pttiij, meaning five, and 
representing the five essential qualities of a good punch: hot, cold, sweet, 
bitter, and strong. The corresponding ingredients used in punch-houses were 
tea. water, sugar, lemon, and arrack. When the Oriental arrack was replaced 
by spirit ramiliar to tlic English taste, the new drink quickly captured the 
imagination and palate of the discriminating, the number of ingredients being 
reduced to four. ‘A pleasant and grateful Punch’, declared Bates, in his Dis¬ 
pensary of 1694, ‘is made with the following quantities; Fair water: Brandy A, 
a quart; choice pure lemon juice, a pint; double refined sugar, i Ib.; mix and 
dissolve and, if you so please, add one Nutmeg grated’. 

In the Orient, punch was prepared in large hemispherical bowls of porco 
lain enriched inside and out with colourful enamels, or, less expensively, with 
paintings in cobalt blue. Consignments of these fragile bowls brought to 
London by tlie East India Company in the seveniccntli century were inade¬ 
quate to meet the demand. Tliis prompted silversmiths to introduce smooth- 
surfaced, capacious punch-bowls on high, spreading, moulded feet. Success 
was immediate, and punch-howls w^ere included in the silver equipage of rich 
households until the days of William IV, 

The less exclusive public were content with punch-bowls of earthenware 
enriched with painted ornament in cobalt blue, or merely plainly glazed. At 
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first in delft-ware, then in stoneware, white earthenware, porcelain, cream- 
ware, bone china and ironstone china, they were made in alt sizes from about 
eight inches to twenty-eight inches in diameter, the width, until about 17^1 
usually being twice the height. Sets of six tnatching bowls, varying from ten 
to twenty inches across, became usual upon the establishment of punch clubs 
during the 1690s. 

Some punch-bowis were accompanied by colanders of the same materia], 
similarly decorated. The colander was placed within the bowl during the 
preparation of a punch flavoured with solid ingredients, and was withdrawn 
before the licjuor was served. A blue and wrhitc example, decorated with 
Cliincse figures and foliage, made by Thomas Baddy of Brislington Delft 
Pottery in about 1730, was exhibited at the Wine Trade Exhibition of i933- 
Bone china colanders arc not rare. 

The exteriors of the finer punch-bowls were invariably enriched with 
designs in colour, such as landscapes or figures, and Oriental, floral, nautical, 
sporting, and other motifs. The interior of the bowl might contain ornament 
to harmonfre, but, more usually, received no more chan a formal border and 
a central motif in the base. A commissioned example might bear a coat of 
anus or a personal inscription with name and date, to be found, for instance, 
on baptismal and wedding-bowls. Punch-bowls were made the vehicle for 
loyal sentiments, for religious, political, and social propaganda, and, as such, 
make slight, but accurate, concribucions 10 contemporary liistory. 

It has been assumed, wrongly, that punch-bowls were not carried on board 
sliip, owing to the danger of breakage. Tongc, however, wrote in his Diary 
of 1675, ‘On board the Ship Assistafta\ I drankc part of 3 boulcs of Punch ; 
and Worlidgc, in the following year, defined punch as ‘a Drinke very usual 
amongst chose that frequent the Sea, where a Bowl of Punch is the usual 
beverage'. More than hdf a century later, Hogarth, in his conversation-piece 
shovring Lieutenant George Graham at table in the cabin of his ship, included 
a giant bow'l of punch. Knapton’s portrait of Sir Bouchicr Wray depicts the 
sitter in a ship’s cabin that contains an even larger punch-bowl. 

Tlic splendid succession of punch-bowls extended for a century from the 
1720s, the majority of examples daring between 1760 and 1780. Bowl interiors 
might be decorated with portraits of fully-rigged sailing sliips, each accom¬ 
panied by an inscribed ribbon bearing the name of the ship and master, and 
also the date. There was, for mstance, the Golden Lion, which was depicted in 
a i7^inch delft bowl made in 1753 for Captain Metcalf, her master, and 
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formerly in the Liverpool Museum, (The Golden Lion was the first vessel to 
sail from Liverpool in connection with the whale fishery' and Greenland 
trade,) The same museum also possessed a porcelain punch-bowl wishing 
'Success to the Polar Star, a whaler commanded by Captain Willson. The 
interior, painted in blue underglaze, showed the vessel as a square-rigged 
whaler flying die Union Jack. "Whales vrere spouting in the foreground and 
boats' crews were hunting them with immense harpoo.ns. These two bowls 
were destroyed by German bombmg in 1941- 

Such nautical punch-bowls were made at Liverpool, Bristol, Lowestoft, 
London, and elsewhere, not only painted in blue on delft, but also in full 
colour on porcelain, and transfer-printed in black on Liverpool porcelain and 
cream ware. The exteriors of early examples often carried the Oriental, floral, 
or odier modft generally applied to punch-bowls. Later, trophies of weapons 
and naval gear in blue might encircle the exterior or the inner rim. 

Other punch-bowls associated with seafaring commemorated the naval 
triumphs of popular admirals, with portraits and scenes of their victories. 
Admiral Vernon taking Porto bcUo, in 1759, and Chagres, in 1740, was 
honoured by extensive issues of punch-bowls on both occasions, as was Nelson 
for his \ictories of a later period. The privateer punch-bo’wls of the 1750s are 
usually of Bristol origin, as many privateers sailed ftom diiis port to prey on 
French shippbg. 

Wealthy trade guilds invariably commissioned sets of punch-bowls painted 
with due arms of die companies, exteriors often illustrating scenes in which 
brethren are following their trades. The records of die Founders' Company 
show that in 1784 they were presented with a set of six china punch-bowls 
ftom Lowestoft, Each was finely painted with the Company’s anns, a deep 
border of gold, and a design of roses and pines covering the exterior. 'Success 
to the Sword Makers’ and 'Long live the Pewterers’ are typical of inscriptions 
to be found on punch-bowls otherwise displaying standard decoration. These, 
and examples decorated merely with the Company’s arms in black transfer, 
appear to have been used in punch-houses and taverns where provincial 
meetings were held. The cost of a transfer-plate leads to the assumption that 
considerable numbers of each bowl were made. 

Spotting punch-bowis were made in wide variety, but few remaining 
examples are inscribed. Some early blue and white examples show stag¬ 
hunting scenes, strangely inscribed ‘The Friendly Hunt’. Porcelain bowb from 
Lowestoft were finely painted with encircling and continuous hunting scenes 



23 . English deltt-ware punrh-bowl decuraled 
wirti a cancauire coat nt arms. Late dghEecnih 
ccntiir>^ In the mJ H/fH'fl -V/iuauw. 


24 Puncli-bowl of buff-coIourcd earth- 

eiiware, dn-ctiaiiiclled and dceoraied in bine. 
Bristol 173U Inf he Vifteiriii ijnd Alhm 



•I 59 

I 





















J 


} 




27. Bristol delft electioneering punch¬ 
bowl decorated mih hhmy-stipra-huujiit, 
Jtid d;iiccl 1755+ ViscoLixit WLiritian and 
James Dash wood repescnied the ^Old 
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in brillianc colourings. James Seymour’s painring ‘In Full Chace* was often 
used to encircle the ^wl, and liis companion picture ‘The Kill’ inside. Some- 
times such a bowl was inscribed with the name of die hunt for which it was 
made. The same pictures were transfer-printed at Worcester on large porce¬ 
lain punch-bowls. Steeplechasing and horsc-racing scenes encircled the exterior 
of other bowls, and prize-fighting, dog-racing, and coaching piaures arc 
frequendy fotmd. 

The custom of designing punch-bowls for particular convivial occasions in 
the tavern and country inn naturally extended to agricultural celebrations, 
with transfer-prints featuring the plough, pitchfork, rake, sickle, and other 
implements of the farm. 

Electioneering punch-bowls appear to have been distributed by some candi¬ 
dates to taverns in their constituencies whose hosts, no doubt, were paid to 
give away the contents to those who held a vote. The delft punch-bowl 
apparently made by Joseph Flower of Bristol, and inscribed ‘Wenman Sc 
Dashivood for Ever. 1755’, refers to the election of Viscount Wenman and 
James Dashwood, representing the ‘Old Interest’, for Oxfordshire. ‘Liberty & 
Clavering for ever’ and ’Prosperity to the Borough of Lewes’ arc two ty'pical 
electioneering inscriptions found on punch-bowls. 

The earliest English delft-ware punch-bowls were made by the Lambeth 
potters distributed along the Thames as far as Deptford. Delft is an extremely 
cheap and durable earthenware bred from clay containing a high proportion 
of Umc in its composition. The biscuit was coated with a fine enamel made 
white and opaque by the addition of tin oxide. Decoration was apphed over 
this before the ware again entered the kiln, the enamel being liquefied and die 
colour fixed at a single firing. 

Painting on an uiihred surface made the colour tend to run, causing lines 
and edges to become irregular wlicrc the drying enamel carried the colour 
with it during shrinkage in the firing oven. The ware was aftertvards finished 
with a lead-glaze slip that bcca^me transparent when fired. 

The trade soon extended to Bristol. Delft was being made here in the 
scvcntecndi century, and by 1703 at the RcdcliJf Backs factory, it is difficult to 
distinguish between the products of Bristol and Liverpool, because the decora¬ 
tions are often identical. Bristol body is thinner in sccdon and the cobalt blue 
disdnedy darker in tone. Although the enamel was hardly so purely white 
as Liverpool, its surface lustre is now about the same. Bristol has a slighdy 
bluish or greenish tint in the enamel, but this is also true of some Liverpool 
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punch-bowls. Bristol punch-bowls have flattened, flaring sides, whereas those 
of Liverpool are generally boldly curved. 

At the pottery established b 1743 by Joseph Flower was made a scries ot 
punch-bowls skilfully pabted with imitation cngravbgs m dark blue, Flow'Cr 
was also responsible for puncb-bow'ls with interiors decorated with 
sopra-hianco borders enclosbg central decoration or mscriptions m blue. Bimia’- 
seprorbiauco^ or whitc-over-whitc, depended for its ertect upon the btense 
whiteness and slight body of the painted decoration* A similar style of sUghdy 
blobby pabting b wliite was applied rather more eifectively to the decoration 
of glassw'arc, but had only a brief vogue on pottery'. Exteriors of such bowls 
might be pabted with ships in blue, or b blue and heavy' maiiganese’purple* 
Another Bristol decoration that has been noted on punch-howls is sprinkled 
blue or purple, Icavbg reserves b white. 

Dclft-warc w’as made extensively m Liverpool from 1716 for sonic forty 
years. Liverpool became celebrated for delft bluc-pamtcd punch-bowls, just 
as later the city became noted for examples in porcelain, w'hite pottery, and 
cream ware* At Liverpool was accomplished that most dilhcult technical feat 
for an eighteenth-century potter—the production of a giant delft punch-bow l, 
twenty-eight inches in diameter and thirteen mehes deep* The obstacles in the 
w'ay of such an achievement were immense, owbg to die liability of collapse 
or distortion b the kiln. This giant punch-bowl, destroyed by a German 
bomb, was of excepdonally thick fabric, the section at the bowl base bebg one 
bell, tapering to f mch at die rim. The exterior was decorated in blue with 
conventional floral designs, and there was a coat of amis on the base mtcrior. 

The same factory appears to have made the famous punch-bowl at Ye Olde 
Cheshire Cheese, b Fleet Street, for the pobts of resemblance b both potting 
and decoration are numerous. This giant, twenty-diree inches m diameter, is 
decorated on the outside with a blue conventional floral design, and on the 
inside with an bfant Bacchus, vbc leaves, and bunches of grapes. Giant punch- 
bow U b dclft-warc appear to have been a Liverpool speciality. The principal 
niakcrs of punch-bowls b Liverpool were Seth & Jolm Pcnnbgton, Richard 
Chaffers, Zachariah Barnes, and S. &: T. Shaw. 

Contemporary with delft punch-bowls were the less cosdy and bimcnsely 
stronger stoneware bowls made expressly for use b punch-houses and taverns. 
These pnneh-bowU had the strength of stone, hence their popularity in public- 
houses, Stonew'are is an beensely hard, pardy vitrified, opa(]uc pottery, inter¬ 
mediate between bard porcclab and earthenware. The clay from which 
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punch-bowls were made contained a larger proportion of silica than was used 
in any odicr product of the potter’s craft. Such ware was usually finished by 
salt-glazing. 

The exteriors of such punch-bowls were plain except for incised border 
designs and inscriptions, carried out by cutting into the clay widi a sharp 
point. Tliis incised decoration might be accentuated by the addition of dark- 
brown slip. By 1740 bowls might be encircled with narrow ribbons ot repeat 
dccoradon applied with the rosette, a hand-tool fitted with a small revolving 
wheel cut with an appropriate pattern. Applique designs stamped in relief 
were cnricliments &voured on stoneware punch-bowls during the second 
half of the eighteenth century until the decline in punch-drinking. Such 
applied stamps included medallions of royalty and celebrities, hunting figures, 
naval scenes, dances, agricultural and sporting emblems, and so on. 

Stoneware punch-bowls of the late seventeenth century were the exclusive 
product of the FuUiam potters, although, from about 1700 until 1760, diey 
met with considerable opposition from Nottingham. Punch-bowls of Notting¬ 
ham manufacture may be distinguished by their excellent potting and deep- 
toned russet-brown surface with an unmottled salt-glaze of almost metallic 
sheen, Nottingham incised designs were usually floral, diough sparsely placed 
stags, trees, and so on, arc sometimes to be noted, Derbyshire, the stoneware 
centre of England, made less highly finished punch-bowls for the public- 
houses. These might be inscribed with die name of the house and its owner, 
somerimes with the addition of a date. 

A demand for finely painted punch-bowls was created in Queen Anne’s 
day by the East India Company. Not undl the late 1760s, however, did the 
English potters overcome the distortion difficulties encountered in producing 
porcelain bowls sufficiently capacious for the pimch-drinker. Even then dicse 
bowls were only produced commerdally by factories using bone-ash or soap¬ 
stone as an ingredient in their porcelains. 

Bow certainly made punch-bowls. In the British Museum is an example 
thought to have been made in about 1760, and another dated 176S hi which 
the paste is almost opaque and the glaze uneven, tinged with blue and dis¬ 
figured by black specks. 

Derby continued the manufacture of punch-bowls until after die death of 
George IV. Some very distinguished flower-painting in natural colours and 
gild mg decorated die Derby work. Ln die mid-1770s, and later, pieces might 
be marked with ‘D’ under a crown in underglazc blue. 
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At this period Worcester was producing porcelain punch-bowls marked 
with a t'rctted square in blue. These might be in colours and gilt, with shaped 
panels in white outlined by rococo gilt scrolls on grounds of dark-blue scale- 
pattern, Others were printed in black with continuous sporting scenes. 

The reign of delft-ware drew to a close w'hcn the Staffordshire potters 
perfected a creamwarc that was tiiore attractive in appearance, more durable, 
and no more costly. Punch-bowls made from this pottery, with its rich cream 
colour, are noticeably light in weight, and may be enamelled with designs in 
lilac, yellow, green, red, and tan. Many were decorated with black transfers. 
Those from licds may be recognized by their glaze—remarkably hard and 
glassy, and very thick, thus differing from Wedgwood’s, which was extremely 
thin. 

Early nineteenth-century punch-bowls were manufactured under new and 
speedier industnal methods. Those of stone china, briUiautly coloured and on 
stout, almost pedestal feet, were special favourites. Others, of earthenware, 
were decorated with blue transfer-printing, mduding the willow-pattern and 
continuous sporting scenes. Bone-china punch-bowls were more expensive, 
their decorations often resembling those of the soft-paste porcelains made in 
the previous century. 

Reproductions of the finer eighteenth-century porcelain puncli-bowls have 
been made witli forged marks. ‘Cliinesc-Lowcstoft* armorbl examples of large 
size, and those with hunting scenes in brilliant colourings, are too often 
found in proof condition. Liverpool delft punch-bowU with fully rigged 
ships sailing the seven seas arc always desirable and, therefore, costly. The 
copyist has come to the rescue with fakes just as costly to buy and difBcult 
for any but the chemist or tlic life-long expert to detect. 
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Dresden Porcelain Fioures 


T he boa&t of ^ boy sdll in hb recnj, th^it he could turn buse mctab into 
gold, gave to Saxony the distinction of being the birthplace of 
European hard-paste porcelain. Johann. Friedrich Bottger (1682-1719) 
as a boy displayed all the potentialities of a great chemist. In 1696 his father, 
an of&cial at the Mint, sent him to Berlin to study under 2 om, an eminent 
apothecary. Here, associating with a coterie of fellow pupils destined to become 
distinguished chemists, he became convinced that he could discover the Philo¬ 
sopher’s Stone and convert lead into gold. 

Mysterious reports reached King Frederick 1 of Prussia that Bottger was 
actually achieving this miracle. The magician was at once commanded to 
appear before his king and demonstrate his fantastic powers. Bottger, alarmed 
at the possible consequences of his failure to produce gold for an extravagant 
king anxious to replenish a depleted treasury, fled to Saxony, where he studied 
medicine at the university of Wittenberg undl another monarch, Augustus 
the Strong, Elector of Saxony and King of Poland, heard of the gold-making 
alchemist. 

In November 1701 the boastful Bottger was arrested and conveyed to 
Dresden, where, provided with a liberal subsidy and scientific assistants, he 
was commanded to produce the precious meta]. Costly experiments continued 
for four years, and Bottger occasionally produced nuggets of gold which he 
claimed to have made from copper. Financial aid ceased in cite spring of 1705, 
and the unlucky gold-maker was consigned to the fortress of Albrcchtsburg, 
where he remained a prisoner until the autumn of 1707, Then, at the request 
of Walthcr von Tschimhausen, he w'as transferred to the state-subsidized porce¬ 
lain laboratories at Dresden. That was the end of the search for gold. Bottger 
and his fellow research chemist now plunged energetically into the more 
practical problem then vexing every leading chemist in Europe—how to 
make wliite porcelain such as was being imported from China. 

The two chemists quickly succeeded in producing an attractive faience and 
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a hard red stoneware resembling Chinese boccaro. The red stoneware is of 
particular buportance to die story. Not only was it a valuable product in the 
struggling early days of financial difficulty, but it was the material in which 
Bottger produced the earliest figures—forerunners of the porcelain exquisites 
that were to be Meissen’s tiiosc endearing creations. It is especially notable 
that these included not only Oriental figures but even some representations 
of characters &oni die Italian comedy, such as Kandlcr was later to render 
immortal. So highly gratified was the ting with these discoveries that in 
addition to supporting the chemists with a monopoly of concessions he 
provided the money that enabled them to establish the ceramic industry in 
Saxony. 

With chose positive achievements behind them the two chemists experi¬ 
mented with increased vigour towards the production of a w'hite hard-paste 
porcelain. The Chinese porcelain makers had always fired body and gbze in 
one operation. Bottger suggested a new technique—that of firing the moulded 
clay into an absorbent biscuit and glazing this at a considerably higher 
temperature. 

Jacob Bartelmci, Bottger’s physician, was employed to scour Saxony for 
samples of suitable experimental days. From Colditz he brought a day which 
to the chemists’ joy turned white in the kiln. Combining this with silica and 
alabaster, they produced an unglazcd white porcelain shortly before Tschim- 
hansen's death in October 1708. Bottger continued the search for a satisfactory 
glaze, and on March 28,1709, he was able to report triumphantly to the king 
diat he had discovered the materials and processes by wliich he could make 
*the good wliitc porcelain with the finest gbzingand pamting in such perfection 
as to be at least equal to, if not surpass, the East Indian [Chinese] production’. 
Two small cups, decorated with enamel, accompanied the report. 

Colditz day proved to shrink more than one-third in die kiln, causing a 
considerable distortion. This svas finally remedied by using a new clilna clay, 
named Sdmorr’s white earth, after the owner of the land upon which deposits 
were found. At once dicrc was an improvement in the quality of the porcelain. 
Every precaution %vas taken to preserve the discovery, deaf mutes being 
employed to quariy' the day, which was despatched to the factory in scaled 
caslu. Even with this day, impurities gave the porcelain a slight yellow tinge, 
and the glazed surface was far from smooth. Lack of experience in working 
processes restricted manufacture to such articles as could be turned simply on 
the potter’s wheel. Not until 1715 did Bottger produce a white, feultless china, 
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decorated under the glaze with raised ornament such as nrasks, flower wreaths, 
aaid acanthus leaves. 

Meanwhile, despite strenuous efforts to maintain secrecy, the eagerness of 
other European centres to establish porcelain factories was bound to prove a 
dangerous inducement to Meissen workmen. Even before Bottger’s death the 
gilder, Konrad Hunger, from Meissen, had established a pottery at Vienna, 
where he was joined by Samuel Stdlzel, one of the few men entrusted with the 
secrets of Meissen’s paste-mixing rooms. Such desertion was a treasonable 
offence, and It is sufficient indication of Stdlzel’s supposed value that he was 
pardoned by the Elector and returned to Dresden in 1720, More important 
to the story of Meissen’s development, however, was the fact that he w'as 
accompanied by Johann Gregor Hcrold (1696-1775), already an accomplished 
decorator and master of pigrnents, and soon to prove an able technician 
possessed of the organizing ability that Bottger had lacked. 

When Her old arrived at Meissen the large number of wasters resulting 
from die final baking was causing considerable concern. Several years were 
required to overcome this, the answer being found, as Bottger had long 
realized, in building kilns capable of producing much higher temperatures 
chan formerly. Ac this time two kinds of paste were being made: the so-called 
blue paste, which was blue before firing and from which a clear white china 
resuked; and tlic white or ordbary paste, which fired to a yellowish tint and 
was liable to be flawed with small holes. 

At Bottger’s death the art of decorating was not far advanced, little except 
gilding being used. The cups he had presented to Augustus in 1709 were 
enamelled In colours with flower-sprays, but when Herold joined the firm 
in 1720 no cnameiler was employed, and only one gilder. Nevertheless, in a 
short time Dresden was painting Chinese patterns in blue, sea-green, iron-red, 
and lemon-yellow. 

Dresden porcelain of the 1720s followed the early baroque forms derived 
from contemporary siivenmitlis, wliilc decorative motifs and colours followed 
designs adapted from imported Oriental porcelain. Considerable progress was 
made in the production of domestic ware, breakfast services being popular. 
Such a service consisted of six cups and saucers, a slop-basin, tea- and coffee¬ 
pots, tea-caddy, sugar-basin, and, if required, goblets for chocolate; a milk- 
jug was not included b the service until 1731, Considerable progress "was made 
in the development of ornamental ware, includbg chimncypicce ornaments 
in the form of vases, urns, and goblets m sets of five or seven. From 1725 
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Oriental decorarioii tended to be replaced by original designs. Pictures and 
coats of amis might now be enclosed in gold cartouches consisting of ribbon- 
work and wcb“likc Nourishes. 

Reference has already been made to Bottger’s stoneware figures. This 
important side of the ceramics industry was taken further when, in January 
172 a consigmiient of figures arrived at Dresden for reproduction in porce^ 
lain. These were 161 ‘models of different pieces in tlieir national costumes and 
other figurcs\ It is thought chat the wooden forms for these were carved by 
Gottfried Muller, No permaneut works modeller was employed, however, 
until 1737. w'heii Johann Gottlob Kirchner was engaged. Lacking previous 
experience in ceramics, he slowly accustomed himself to the work, but the 
fantastically large pieces demanded of him distorted during firing. He proved 
an unsatisfactory employee, and was dismissed in little more than a year; but 
in 1730 he was recalled at a larger salary and given the title of model master . 
It was as Kirchner s assistant, a year later, that the Elector personally appointed 
a young sculptor named Johann Joachim Kandler, and commissioned him to 
produce large vases and animal models. 

Kandler was as staunch an apostle of form as Heroid was of painting, and 
the younger man gradually eclipsed the older, Recogniring in porcelain a 
suitable plastic medium for the Uttlc statuettes and figure-groups now asso¬ 
ciated w'ith Dresden, Kandler revoludonized the character of the craft. The 
change was, of course, gradual, but within a few months of his engagement 
at Meissen Kandler had establbhed himself, re-designing the knob finials 
decorating domestic ware and being responsible for introducing a slightly 
raised ornament over the whole rim-surface of many plates. At this period, 
however, his real genius for delicate figure-models had not yet manifested 
itself; he was s^ bound by the baroque traditions fostered by Augustus the 
Strong, and the size of much of the early sculptured work was as entirely un- 
suited to the manufacturing processes involved as it was out of harmony w'ith 
the whole aesthetic appeal of the material. Nevertheless it revealed Kandler as 
a brilliant animal sculptor. His life-size models of birds, for example, even 
when produced entirely in the wliite, express not only life and rhythmic 
movement, but also the particular airs and graces of their separate species. 

Among the figures of tliis type modelled by Kandler may be mentioned his 
famous Padua rooster modelled in 1734, a magnificent pug-dog, a turtle¬ 
dove, a w'hitc Spanish horse led by a Moor, a camel, and a dying stag, A 
porcelain eagle made by Kandler at this period measured six feet across its 
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outstretched wings, but the famous porcelain statue of St Peter, ten feet six 
inches tall, produced by Kirchner and Kandler in collaboration, was still more 
expressive of the attitude to the ceramic medium adopted by Augustus and 
not wholly abandoned after his death. 

The year 1733, in which Augustus died, was in several ways mimensely 
important in the Dresden story. Augustus was followed by his son, Frederick 
Augustus II of Saxony, who succeeded to the Polish throne as Augustus III. 
But it was this king’s minister. Count Heinrich von Bruhl, who thereupon 
became the principal influence on porcelain manufacture, and reniaincd direc¬ 
tor of the factory for thirty years. The same year witnessed the departure of 
Kirchner and the appointment of Kandlcr as master of models. Sure of Von 
Bruhl’s approval, Kandlcr was m a position to develop his w'ork as he wished. 
Nevertheless, the diange from baroque magniHccnce to the more delicate, 
effeminate charms associated with Kandler’s interpretation of the French 
rococo mood came slowly. Technically, Kandler now believed himself master 
of the new material and established die mode of working which he main¬ 
tained throughout his years at Meissen. Assistants perfected to a certain extent 
the figures he outlined, leaving Kandler himself to correct such vital details as 
facial expressions and hands where necessary. Thus, with a few assisrants, he 
was able to create a phenomenal number of brilliandy composed and executed 
modeb and at the same time improve technical methods. He invariably 
worked long hours of overtime and by this means more than doubled his 
baste wage. 

Kandler continued hb vividly realistic animal sculpture, but on a smaller 
scale, and in 1734 despatched 439 animal figures to the king. But it was witli 
hb human figures and groups chat he broke aw'ay from die Oriental motifs 
that had long dominated Dresden. Trade with France had led to the introduc¬ 
tion of the Watteau maimer, and Kandlerb delicacy of touch, liis feeling for 
rhythmic composition, and hb ability to handle elaborate groups without con¬ 
fusion and with the lightness essential to hb medium, resulted in the produc¬ 
tion of superb table ornaments composed to be viewed from all angles. Early 
examples of these figures may be regarded as still associated with the baroque 
phase of Mebsen work: there b a mascuHnity about the pose and a richness in 
the application of the strong, intense colours and black. 

While more ambitious figures issued from Kandlcr’s studios, hb best-known 
productions are the Italian comedy figures. Such figures had been produced 
years earlier by Bottger, but it was Kandler who possessed both the mastery 
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of modelling tecbiiquc and the quality of porcelain to catch their whimsical 
moods in inimitable poses and facial expressions. The professional improvised 
comedy, or commdia delV urte aU' improuisOj appears to have evolved from a 
set of characters playing in conventional costumes, established by about the 
middle of the sixteenth century. The play could be perfonned anywhere 
with the simplest of scenery and depended for its success on spirited impromptu 
acting and good teamwork. Several of the characters were known by various 
names, and as a result there 1$ considerable variety in the titles given to the 
costumed characters portrayed by Kandler and his successors, most of which 
appear to have been based on the illustrations from Riccoboni’s Hfstoire du 
tbtdtre italkn, published in Paris in 1730. ‘The Harlequin', the chief character 
in the play, wears a coloured patchwork costume and has a doso^ropped 
head. Other figures in die series include 'Brighella’, the intriguing busybody, 
characterized by his beard and short cloak, and 'Pantaloon*, the comic old 
man with a pointed beard. ‘Pulcinella’, the merry fellow, wears an expansive 
collar and a tall, pointed hat, and is known by an enormous hump. The 
braggart ‘Captain' has a nose of phenomenal size and carries a sw'ord; the 
‘Pierrot’ wears a white mask, a w'hite hat, and costume with large buttons. 
The doctor and the lawyer are other notable figures in this group. The female 
figures are all collectively termed 'Columbine', and, apart from the female 
counterpart of‘Harlequin*, who may also wear a costume of coloured patch- 
work, they appear to have been allotted no sot costume for any of their parts; 
but their feminine grace is in marked contrast with the grotesque style and 
sometimes harsh humour of the men. 

The variety of vivid colours exquisitely applied to these little figures is 
inexhaustible; no two examples, even of die same model, display the same 
coiubinadon. The poise and liveliness, the vigour and foie dc vivte in the 
Kmdlcr models, show the confident delight of a master ceramic modeller in 
the problems of his medium. The tilt of the head, the rhythmic line of a band, 
the perfect blending of angularity and grace, at once disringuish liis work 
from that of inferior successors using die same models. 

Among the most important in this series were the ‘Harlequins', the first of 
w'hich was ‘The Seated Bagpiper’, dating from 1733. The twisting, well- 
balanced movements expressed in this long series of figures, the clear whiteness 
of body and glaze, the elegant distribution of delicate accessories and colours, 
make them the happiest expression of Kandier's an. No finer examples of 
his genius are to be found than in the extensive collection of the Hon, Mrs 
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loiiidest at Buxtcd Park. These figures with their biiarre expressions were 
obviously very popular, since Kandlcr modelled such a long series, in a 
remarkable variety' of vivid poses. 

It must be emphasized that the many delightful figures which K^dler had 
mcroduced by 1740, froni gaudy ‘Pantaloon* to statuesque crinolined lady, 
constituted quantitarivcly only a very small pan of the factor)'*s output. In 
1740 Kandler was initiated into die trade sccicts of the whole process of porce¬ 
lain manufacture- The modellers, moulders, turners, and others were placed 
under liis control. Herold, however, still remained liis cliief, and both played 
their owtv important parts during wliat is now regarded as the golden period 
of Dresden. 

The rococo style gained a firm foothold at Meissen during this decade, 
expressed in decorative flourishes and cambered surfaces, in an avoidance of 
symmetry' in form and ornament, and a delight in grace, triviality, and dainti¬ 
ness, particularly adapted to porcelain. Although die factory was several times 
enlarged, orders alw'ays vastly exceeded production possibilities. 

The Kandler figures of this period were astonishingly varied. The early 
1740s saw the introduction not only of jocund comedy figures but of natural- 
istically modelled men in national costumes, known at the time as ‘Peoples of 
the Levant*. These were based on one hundred engravings published in Paris 
in 1714, They included a richly dressed Turk, a well-armed Pandar, six 
Oriental figures in diclr national dress, as well as Persians, Bulgarians, Poles, 
Albanians, and others. For his long scries of crafbmcn Kandler found inspira¬ 
tion in Bouchardon's Cris de Parti. 

‘The Monkey Band*, a satire by Kandler on the Royal Orchestra at Dresden, 
is a composition of tsventy-onc monkeys, dressed in coloured costumes and 
play'ing various musical instruments, headed by the conduaor. Kandler’s 
lively mockery' of contemporary characters is also to be seen in such groups 
as those of the court jesters ‘Frohiich and Schmiedel', the latter tonnented as 
usual by a mouse, a subject well suited to Kandler's often caustic humour. 
A magnificent scries of miners appear to have originated from engravings 
which depicted a festival of mmers at the Saxon court, one of the models 
being supposed to represent Augustus. Most of the novelties originated in 
Kandlcr’s mind, especially those in which utensils are combined with the 
figures, such as the gardener’s boy' and girl mounted on salt-cellars. He also 
made a long series of soldier types. 

As the mid-century approached he met the changing demands of fashion 
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with such groups as ‘Muses and Piitti’, ‘Nepcmic\ and ‘Apollo', and represen- 
tadoiial figures of the Seasons, the Senses, the Continents, and so on. By the 
outbreak of tlic Seven Years’ War, however, something of the earlier vivacity 
was gone, in design as in colour, and by the end of it the leadership in ceramic 
an had passed to Sevres. 

The actual building of porcelain figures was a long and complicated process. 
Originals were seldom used, as the work involved cutting models into suitable 
sections—^hcad, body, limbs, accessorics—ftom which individual moulds were 
made. The moulded sections were assembled and temporarily held in position 
by a thin shp made of clay and water. The workmen smoothed the sur&ce 
and joins, and accentuated lines with a flat knife and a sharp tool. Outstretched 
arms and other projecting segments were propped by an elaborate system of 
clay scaffolding. Tliis prevented distortion and warping, and might be assisted 
by the sculptors ski)fill arrangement of accessories, such as a flowing cloak 
or a tree stump. Shrinkage took place during firing to the extent of about 
onc-tliird, the secdons being united by fusion into a perfect whole. Enamels 
were applied over the glaze, except for rare instances of undcrglaze blue and 
yellow. 

Each of Dresden's master modellers displayed individual characteristics and 
many a porcelain figure may thus be attributed accurately to the responsible 
artist. Such details as the type of nose, the angle of inclinatioii of the head, 
and die general proportions of the figure aid recognition. Kaiidler, for LIl- 
stance, usually modelled his figures with slightly upturned noses. Johann 
Friedrich Ebcrlein was an assistant who produced independent work of liigh 
quahty diliering from Kandler’s. A characteristic is the slanting line of the 
eyes seen in all his figures: the face is narrowly shaped, with a nose drawn 
downward and a particularly sharp chin. Ebcrlein was keenly appreciative of 
the sculptural possibilities afforded by porcelain. He was often satisfied with 
an allusion and tended to make the larger parts of garments in wide surfaces. 

In 1743 Peter Reinicke (lyij^S) joined Kandler as a sculptor, and quickly 
assimilated his style. Between 1734 and 1744. for the Duke of Weisscnfels. he 
executed several ffirlequins and clowns, the ‘Beltrame and the Doctor', and 
he made a few criers, but these all lack the vitalit)' and artistry of Kandler’s 
similar statuettes. 

The details of model-makers arc missing from the Dresden archives for the 
years between 174S and 1764, and work during that period can only be 
ascribed according to known characteristics. Elias Meyer, a former court 
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sculptor at Weimar, appointetl to Dresden in 1748, modelled his figures with 
tall, slim bodies and small, slightly tilted heads, having piquant and faindy 
vulgar features. Even Kandler was slightly influenced by him. 

Dresden porcelain is aU hard-paste, and although extremely resistant to 
temperature and climatic influences, nevertheless mellows with age; its glaze 
has very gradually lost its original hard brilliance. A tw<xentury-oId figure 
will reflect much less light than a recent copy placed in a strong beam of Hght. 


VII 


Enamel and Miik-mhite Opaque Glass 

O P AQUE-WHITE glass was itivenccd more than two thousand years ago 
by die Egyptians, who developed a formula closely resembling that 
in use today, their opacifying agent bebg oidde of tin. The Romans at 
the height of their power pressed opaque-white glass into pattern moulds and 
backed it with coloured glass, creating some splendid cameo work. The 
Portland Vase is an outstanding example. The art of making this glass seems 
to have been lost in Europe, however, unril it was revived by the Venetians 
at Murano towards the end of the sixteenth century. White plates and bowls 
were made, but it is better known in the fine thread-like filaments of die 
celebrated latridno work. 

‘Milk-white glass and strong’ were the instructions given by the London 
glass-seller John Green when importing opaque-white glass from AUcsio 
Morclli of Murano during the years following the restoradon of the monarchy 
in 1660. Sketches accompanied the original orders, and among those now pre¬ 
served in the British Museum are undccoratcd jars and bottles in shapes copied 
from Cliinesc porcelain: no examples of these imports are known to remain. 

White opaque glass was probably being made in England from late in the 
seventeenth century'. Blancourt’s Art of Glass (London 1699) published two 
formulae for making white opaque glass taken froni Ncri’s L’ arte vetrarta 
(Florence, 1612), The process required: ‘12 Pound good Crystal Fritt, mo 
Pound of Calcined Lead and Tin, one of each, and half an ounce of Manganese 
prepared . . . the glass will bo white as milk’. That such glass was a negligible 
English production during the first half of the eighteenth century is shown by 
its omission from tlie 1745 Excise Act, wliich imposed a tax of one penny a 
pound on the raw materials used in making flint-glass and white glass. 

Authorities appear consistently to have misunderstood the use of the term 
‘white glass* so often associated with eighteenth-century glasshouses, and have 
wrongly drawn die cchnclusion tliat opaquc-wliitc glass was being manu¬ 
factured. The frequently quoted advertisement from the Bath Chrotiicle of 
June 7, 1760, announced that: ‘Notice is hereby given that the Glasshouse on 
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Redcliff Backs [Bristol], late Crosse and Berrow, will be disposed of on 
advantageous terms . . . the stock in trade consisting of every sort of the 
best White and Flint Glass Wares’. The contemporary term for opaque-white 
glass, however, was enamel glass. This is noted in several advenisciiiencs 
dating from 1764 to 1769. 

The meaning of’white glass* was clearly defined in Iiisirucihns to be Obsenfed 
by the Oj^cers Couenied irt AscvTiaining the Duties on C/oss, published privately 
by the Excise Department to assist its officers in administering the Excise Act 
of 1745* Here it is recorded that ‘in Flint Gla« Houses there is likewise a 
Metal known as Wliitc Glass, being made from the refuse or waste in crown 
and plate Houses and Flint Moils with Sand, Ashes, &c., which arc generally 
near 30 hours melting before fit to work, save in small pots’. 

The RedcIifT Backs Glasshouse advertisement, then, was not referring to 
enamel glass, but to an inexpensive clear glass used for vials. However, the 
new' proprietors, Messrs Little & Longman, were soon producing enamel 
glass, for early in 1762 tlicy had a consignment decorated by Michael Edkins, 
a free-lance cnamellcr of delft-ware. 

The earliest announcement yet noted specifying enamel glass appeared hi 
the BristolJournol in 1764, when a new glasshouse established in Chepstow by 
Williams, Dunbar & Company, was advertised as a ‘flint and enamel Glass 
Manufactory'*. In 17<)6 Josiah Perrin, a former empioy'Ce at Rcdcliff Backs, 
established a glasshouse at Warrington, Lancashire, and in the following year 
announced in the Liverpool Advertiser that he had opened a local warehouse 
for the sale of‘White and Painted Enamel Glass’. It is reasonable to assume 
that Perrin’s enamel glass was produced by methods similar to those he w'ouJd 
have seen employed at Bristol. In die same year Jonas Phillips, of the Glass 
Warehouse, Lynn, advertised ‘compleat sets of neady painted enamel jars, 
the Colours more beautiful than China*. The New Glass Houses, Sunderland, 
advertised themselves as manufacturets of ‘white glass’ in 1769. 

Enamel glass was a production rivalling the tnorc costly soft-paste porce¬ 
lains then being made by several English potters, the number of w'astcrs being 
very much smaller. In the universal quest for the secret of m.iking true porce¬ 
lain resembling that of the Orient, the glass-centre of Bristol was early in 
the field. William Low'd in produced such ware from about 1748 until 1752, 
when the factory was advertised in the press as having been ‘united with the 
Worcester Porcelain Manufactory’. 

While potters were endeavouring to bring clay to the point of delicate 
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crans)uccnc)% gla5s^tiiakcrs were working in the opposite direaion and eventu¬ 
ally Bristol succeeded in producing a virtually opacjuc-whitc glass with vitreous 
characteristics less obvious thaji its superficial ceramic rcscinblancc. Sir A, H, 
Church’s analysis of Bristol enamel glass at the Royal Academy of Arts w'as: 
silica, 4775; potash, 6 3P; lead oxide, 4371; oxide of tin, o 86; soda, 0*82; 
alumina, 0 33; lime, 014. This lead-potash metal was difficult to manipulate, 
great skill being required on the part of the glass-blower. H. J, Powell has 
recorded in C/ers-ifKiting in England that ’small decanters and hollow-ware, 
thin in substance, light in weight, and graceful in form, were blown’. Moulds 
were used successfully in some pieces, the section of the metal being thicker 
than that of blown work. 

The enamel glass of Bristol and of Warrington has a dense texture and a 
very white tint, likened by Hugh Owen in Titfo Centimes of Ceramic Art in 
Briftol to the soft paste of Sevres and Derby. The dense whiteness of its fabric 
is due to the addition of a small amount of tin oxide to a Hint-glass mixture. 
Not only did the tin produce the desired whiteness, it also made the glass 
extremely brittle, with the result chat although considerable quantities must 
have been made during a period of about twenty-five years, comparatively 
little remains. 

If held to the light, Bristol enamel glass shows a dense creamy white and is 
translucent to about the same degree as Oriental hard-paste porcelain. Unlike 
the milk-white glass made at ocher English glass-centres, Bristol enamel glass 
is too opaque to display opalescence. Exceptions arc to be found in some 
blown hollow-ware in w'liich the lower walls may be tliinncr than is nomially 
the case, such parts having a bluish tint. The surface feels rather soft to the 
touch and is fine and smootlu sometimes a very' fine glaze is noticeable. Its 
liigh lead-content causes this glass to be very soft, with the result that it scratches 
easily, the marks eventually show'ing as black scars. 

The blown enamel glass of Bristol has a distinct punty-niark on the base of 
each piece. The rod was usually broken oft’ roughly, leaving a sharp scar 
around which twist hnes are sometimes seen, showing that the rod was applied 
with a twist movement. In late pieces the rough projection was ground off. 
A frequent tendency with blown w'are was for the sur&cc to form slight 
striations easily detected with the fmger-tlps. Moulded pieces are appreciably^ 
thicker in section than those that arc blown, and have no striadons. Moulded 
ware might be hand-finished on the punty-rod, which was attached by a 
cement of clear Hint-glass. 
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After exanunadon of authenticated specimens in museums the collector 
will find no difficulty in disringuishing between die enamel glass of Bristol 
and Warrington and the tiiilk-wliitc glass made elsewhere. 

Opaque-wliifc glass, like all soft porcelains, has no heat-resisting properties: 
domestic hollow-ware subject to heat in use is therefore rare and when found 
is usually very thick of body. Otherwise the list of objects made covers ahnost 
the whole range of goods issued by the porcelaui-makcrs, whose designs, in 
the finer pieces, were consciously imitated. Outstanding are models after the 
Chinese such as trunipct-moudicd beakers and pear-sliaped or oviform covered 
vases, often in sets of five for use as mantel garnitures: few sets have survived 
intact. Collectors look for dower-holders in. tiie form of plain, white, spirally- 
twisted cornucopia shapes j tea-canisters with gilt metal caps bearing Stafford¬ 
shire enamel tops; candlesticks and tapersdeks with finely reeded stems rising 
from highly domed feet, their tall, straight sockets fitted with spreading 
nozzles of Stafibrdshire enamel rimmed with gilt metaJ; five-bottle cruet 
stands, their bo tries decorated with floral sprays and labelled in gold—vinegar, 
oil, pepper, mustard, sugar—and fitted with appropriate tops in silver or gilt 
metal. Jugs, sugar-basins, scent-bottles, finger-bowls, and stands may also be 
found in a representative collection. 

Bristol enamel glass is celebrated for the high quality of its decoration painted 
in brilliant colours. Three methods of decoration were used: permanent 
muffle-fired enamels; oil or varnish colours hardened by heat but not properly 
burned in, and possibly the work of miscellaneous retailers who bought in the 
white; oil giidbg fired at a low temperature. Muffle-fired eiiameb and gilding 
might be used on a smgle piece. 

Three principal styles of decoration are found on ware enamelled in Bristol, 
flowers and foliage forming the most frequent motift. First were the frankly 
imitative Chinese motifs and compositions, some primarily floral, others 
introducing taU, attenuated human figures, exotic birds, and rockeries. Second 
are the sprigs and posies of characteristic English flowers painted in a natural¬ 
istic manner. Tliird are bouglis upon which arc perched plump, bright- 
coloured native birds such as goldfinches and bullfinches. 

Ceramic decorators, whose technique usually betrays experience in delft- 
ware, appear to have been chiefly employed, and the work of half a dozen 
principal hands has been noted, including that of a painter whose individual¬ 
istic style appears on some of Lowdinh early Bristol sofr-pastc porcelain. Over- 
elaboration wirii borders, bands, and unnecessary ornament was consistently 
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avoided. Many Bristol ecramic decorators maintamcd studios and muffle- 
furnaces in their own homes. Technique and experience equal to that of the 
Bristol decorators is seldom, if ever, found on the milky-white glass made 
elsewhere. 

The only free-lance decorator of this ware whose name has been presers'ed 
was Michael Edkins, According to a vague tradition, he painted coaches and 
theatrical scenes and was a singer of some ability, having appeared at Co vent 
Garden before settling in Bristol during 1760 as a painter of delfr-warc. His 
ledgers from that date undl his death in 1787 have been preserved. During 
this period, some 550 items are associated vrith glass decoration, but many of 
these specify blue glass. This clearly indicates diat *the immense output of 
opaque-white glass painted by Michael Edkins' noted by several authorities 
has lit tie foundation in fact- 

The firms for which Edkins painted enamel glass were Little & Longman, 
1762-67; Longman & Vigor, 1767-87; Vigor & Stevens, 177S”87: and 
Lazams Jacobs, 1785-S7. The ledgers show that he received extremely poor 
remuneration for his work in this medium, recording, for instance, *i sett of 
Jars and Beakers 5 in a sett 2s.; 4 Enamell Cannisters is.; iS EnamcU Basins 
IS. 6d,; 13 Canns and Milk Jugs is. id/ 

It is assumed that Edkins painted enamel glass in the colours and patterns 
he used for delft-ware decoration. A collection of Bristol enamel glass made 
by his grandson included examples believed to have been painted by Michael 
Edkins, On this slender evidence collectors attribute to Edkins all the admir¬ 
ably painted finches, tight bundio of curly flowers, and flower-wreaths con¬ 
taining fuclisias and roses with flourishes in the Louis XV manner. There is 
reason to consider it unlikely that he painted the Oriental figures featured 
attractively on this ware and displaying a touch of the grotesque which saves 
them from being mere servile copies of the Chinese. 

In the Warrington and North Cheshire area 1 have noticed various examples 
of enamel glass decorated with black transfer-prints. These obviously con¬ 
tained lead and it may be assumed that they came from Joslah Perrin's glass¬ 
house in Warrington. Some of these specimens were over-painted in enamel 
colours and enclosed within frameworks of rococo scrolls. The majority 
noted were vases about twelve inches high and badly disfigured with scratches. 

The transfers were probably applied by Sadler & Green of Liverpool to 
ware supplied by Perrin's warehouse in that city, Sadler Sc Green at that 
dme carried on an extensive business in decorating with transfer-prints the 
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ENAMEL AND MILK-WHITE OPAQUE GLASS 8j 

potter^' sent to them for the purpose by the potters of Liverpool, North 
StaffordsluTC, and Leeds. 

Scent-botdes of both enamel and milk-white glass are collected. These at 
first were plainly blown and ornamented on both sides with posies. Dated 
exanipies in enamel glass appear to indicate tltat scent-bottles were made 
during die late 17505, Those in the Sdireiber Collection are ascribed to Bristol: 
the inference might then be drawn that the pre-iyiSo examples were experi¬ 
mental pieces issued from Lowdin’s glasshouse. Scent-bottles from about 
176s might be enamelled with pastoral figures, exotic birds, naturalistic 
flowers, and diaper patterns in the manner of South Staffordshire enamels. It 
is possible, therefore, diat some of these, and snnff-boxes in the same medinm, 
originated in the Glassborough glasshouse, known to have been operating in 
1761 less than a mile from the nearest Bilston enamel factory. 

There is no evidence that enamel glass opacified with tin was made else¬ 
where than at Bristol and probably Warrington. Yet many collectors and 
dealers persist in classifying with it, and without distinedon, die inferior niilk- 
wliite gbss. for the most part such glass consisted of a composition of soda- 
lime and potash opacified wHth arsenic or bone ash. This appears not to have 
been covered by the Excise Act of 1777 which increased the tax and included 
enamel glass within its scope, Coiisct^ucndy there was a considerable output, 
mostly in the white, until the glass taxes were repealed in 1845. 

This glass, milk-white b reflected light, upon close bspection will be seen 
to have a creamy hue, often with a touch of blue particularly noticeable at 
the punty-niark. If held to the light, milk-white glass opacified with arsenic 
displays a ruddy opalescence known to glass-makers as ‘sunset glow’, often 
with a tinge of bluish green at the edges. Such ware was made at most of 
the English glass-makuig centres, at Sunderland, Stourbridge, Glassborough 
near Wolverhampton, and in Lancashire and Yorkshire. Variations m quality, 
thickness, and opacity occur, and decoration was frequently unfired and con¬ 
sequently has worn away. 

Reproductions of die enamel glass of Bristol have been made: some may be 
detected by the faint trace of blue in their composition. Old, undecorated 
milk-white ware has been enriched with enamel colours ui designs resemblbg 
those found on kno wn pieces of enamel glass. 


VIII 


old English Wine-bottles 


W iNE-BOTTL£S of thick, dark-green glass possess the appeal of all 
antiques niade by skilled crafbmcu for a specific, unambitious pur¬ 
pose. Their solid, satis Eying shapes, lustrous surface texture, and 
individualistic seals and cyphers recommend them even to those who make 
no attempt to find their chronological sequence—let alone to discover the 
historical reason underlyutig each change in style. Yet there are few collectors’ 
items whose beginnings may be traced with such near-certainty. 

Although fragile bottles of a poor-quality glass had long been made in this 
country, it appears fairly certain diat the first of these more valuable pieces 
were produced late in the rcigti of James 1 . Inventories taken in the first half 
of die previous century record many wino-bottles oE tin at prices varying 
from ninepence to one shilling, whereas none of glass has been noted. During 
Elizabethan days, osier- or leather-covered glass bottles, inventoried as hvanded 
bottles’ at tenpence each, might be used for wine. Other references indicate 
that English bottled ales were contained in vessels of an inferior light-green 
glass such as had for long been made in English glasshouses. 

At this period wine~bottles of thick dark metal were imported from France. 
Tlic English glass trade had operated under a partial monopoly from 1552, 
and in 1615 its ovimers prevailed upon James I to prohibit the importation of 
glass. Three years later, Sir John Mansell acquired the monopoly of the entire 
glass-making industry in Britain, and thereupon he established at least one 
glasshouse specializing in the manufacture of dark green wine-bottles such as 
had formerly come from France. The French shaft-and-globe pattern was 
copied, long-necked and with a blown bulbous body. The English glass-men, 
however, at once evolved a method of moulding wine-bottles in which the 
body was made more angubr, with a pronounced shoulder, and it is among 
these that the collector finds his dtaractcrutic pieces. 

The wines chiefly drunk during the early eighteenth century were da ret 
from France, sack from Spain, and sparkling Rhenish u'ines. Claret and sack 
were imported in barrels in which they were matured, The wine was dicn 
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decanted into bottles by the vintners. Such bottles were stoppered with corks 
ded down with pack thread, which was anchored beneath a string-ring en¬ 
circling the neck a short distance below the mouth. The corked mouths of the 
bottles were dipped into a mixture of warm resin and pitch to prevent access 
of air or leakage of the wine. The bottles were then placed slope wise on sand 
or sawdust strewn to a tliickncss of at least three inches on the floor of a cold 
cellar, These botdes of wine were sold singly to customers. 

The sale of wine by die bottle was prohibited from 1656. The wine-bo tdc 
then became one of the essentials in well-tonlo households. A barrel of wine 
would be ordered from the vintner, who was then supplied with a quantity of 
wine-bottles, each bearing a glass seal impressed with the purchaser’s personal 
crest or cypher. The connoisseur of wine considered it essential to be present 
at the bottle-filling to prevent the bottler from adding a little water to each 
bottle before filling it with wine. Any liquor left in the barrel was the bottler's 
perquisite. Samuel Pepys recorded that on October 23, 1663, he went 'to Mr 
Rawlinson's and saw some of my new bottles, made with my crest upon them, 
tilled with wine, about five or six dozen of them’. 

It was fashionable to table wines in these botdes, firom which they were 
poured direct into the goblets. Occasionally an example is found with a stout 
loop-handle to assist when used as a serving bottle. 

By the end of the scventccnds century, however, tavern and inn keepers 
were selling considerable quantities of wine by the bottle, contrary to the 
ordinance of 1636. In this connection it was reported in a technical textbook 
published during 1754 ‘that one would think the glass-makers had entered 
into an agreement with the keepers of inns and taverns not to make any bottles 
that hold full measure. There are now none but what hold less, and some 
considerably so.* By this rime there was a tax of twopence a pound on bottle- 
glass. 

Old wine-bottles were made from glass of a quality varying with almost 
every botdo-housc. The collector will find it impossible to assign any bo tdc 
to an individual house or even district. The materials used were sand, lime, 
potash, and sometimes clay. When easily available, such as at Bristol, Loudon, 
and Warrington, soaper’s ashes were used as dreir alkali, three measures being 
incorporated to each one of sand. Colour varied, but was collectively knovm 
as black, including tones of dark olive-green and olive-amber. Some old 
wino-bottics in reflected light (light that docs not pass througli tlieir fabric) 
display a lustrous greenish liuc, probably due to oxidization. 
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The trade became more widespread with the ending of the monopoly by 
the Cromwellian administration. By 1695, of the 90 glasshouses established in 
England, 3S were bottle-houses with a total production of 240,000 dozens of 
quart bottles a year. 

These old wine-bottles were, of course, hand-made. Bottlomaking was a 
specialized branch of the glass trade owing to the skill required in ensuring 
the correct thicknesses in various parts of the structure. The bottle-maker lifted 
a gather of molten glass from tlic pot by twisting the hot end of his blowing 
iron on its surface. A second gather was picked up over this, and the whole 
rotated in one direction only, over a cub of water. This caused the ball of molten 
glass to lengthen and run into a pear shape. This was then rolled upon the 
marver—a large fiat stone measuring about three feet by two feet and about 
six inches diick, supported on a stone colunm and tilted slightly away from 
the worker. 

The glass-blower then blew down the quarter-inch tube of his blow-pipe, 
thus distending the gather into a hollow bulb known as a parison. This was 
roughly nianipukted to the required shape by an apple-wood tool The base 
was fiattcticd upon a marble slab set into the ground, and the parison was 
shaped into bottle form by putting it into a w'arm earthen mould set into the 
ground and blowing it to make it assume this shape. Next, the bottle was 
reversed and a depression, known as a kick, was made in the base by pressing 
with a conical tool. The body was then rolled on the marver and a punty-rod 
was attached to die apex of the basal depression. With the bottle held by this 
rod the neck was heated in the glory-hole of the furnace and the string-ring 
applied by winding a thick thread of glass around it near the top. The botde- 
makcr then sat in his chair and with his pincers shaped and trimmed the neck, 
rim, and string-ring. The punt^'-rod was broken away, leaving a rough scar 
in the apex of the kick, and the fuiishcd bottle was placed in the aiuicaling 
kiln—a slow and inconvenient, but perfect, method of toughening the glass. 
The kiln was replaced from about 1760 by the lehr, a tunnel some fifty feet 
long through which the bottles passed on a manually operated, slow'-moving 
conveyor, through gradually decreasing temperatures. 

Earthenware moulds enclosed with iron bands were used for shaping wine- 
bottles from about 1735, and brass moulds are believed to have l^cn in use 
at Bristol as early as 1750. Bottles stiffen rapidly in such moulds and a quick- 
setting glass was evolved for the purpose. A moulded bottle pre-dating 1830 
may be recognized by die body having a slightly pebbled surface suggestive 
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of hammering. The mould mark, visible when metal moulds have been used, 
is dearly discernible at the top line of the body where the slope of the shoulder 
begins. 

The shaft-and-globe wine-bottle, with full-curved shoulders, known 
throughout the period of its manufacture as the ‘long-necked French quart 
wme-bottle’, was blown to shape without the use of a mould, and its base 
was given a small, narrow kick. In the Nortliampton Museum is a sealed 
exant pie dated 16^7, During the early eighteenth century, thete was a tendency 
to shorten the neck. Hogarth, in his Rake’s l^agresSt illustrates bottles with 
tapering necks and crude string-rings in use as serving-botdes. Twelve dozen 
*long-iiecked French quart wine-bottles' were bought at Brandsby in 1744 at 
one shilling and tenpence a dozen, distinguished in the same bill from ‘common 
quart wine-bottles' at two shillings a dozen. The Brandsby accounts show 
frequent purchases of the latter at two shdhngs a dozen; by 1769 they were 
costing hdf-a-^rown a dozen. 

Many scventccncli- and eighteenth-century wine-bottles possess die par¬ 
ticular interest of bottles embossed with identification seals. These were pro¬ 
duced by the glass^worker, who placed upon the plastic bottle enough molten 
glass to form a flat seal no larger in diameter than haifia-crown, An inscribed 
metal stamp was pressed upon this hot glass, the interior of the botdc at the 
spot being supported by a tool to prevent distordon. In many instances the 
presence of intcrsurface bubbles will be noted. Seals might display the owner's 
crest, name, or cypher. Vinmers' bottles were sealed with badge, tavern sign, 
initials, or other distinguishing mark. In both instances the seal might be 
dated. 

The presence of dated seals firom 1630 has enabled collectors to trace the 
chronological development of the ivinc-bottle. They class their bottles into 
six groups: 1620-60, 1630-S0, 1675-1715, 1715-45, 1740-1800, 1S00-1840. 
Change of form was gradual and the collector will have dilficulcy hi finding 
two examples of the first four ebsses exactly alike, aldiougli all were supposed 
to hold one quart English wine measure. 

The earliest authenticated wf^ine-bottlc of dark-green English glass is scaled 
widi Raleigh Gilbert’s coat of arms and the date 1620. This was recently un¬ 
earthed, with some contemporary pottery, in the watch-tower of Compton 
Castle, South Devon. This is an earth-moulded example with a body extending 
outward from the base, wliich has a low kick. The diameter of the neck at its 
lower end measures one-third of that of the body; at its upper end die neck 
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b endrded by a thin* sharp-edged string-ring about half an inch below the 
smooth, flat-surfaced lip. At this rime <^uart wine-bottles of EngUsli manu¬ 
facture cost six shillings a dozen and corks fourpaice a pound: they were 
listed as common quarts. Half-bottles or pints were abo made. 

Between 1650 and 1685 the bottle outline tended to show a more pro¬ 
nounced angle at the shoulder, the sides of the body sloping more steeply 
inwards towards tlie base, where, in consequence, the kick was narrower than 
before. The knife-edge was retained on the string-ring. 

Between 1680 and 1715 the wine-bottle became gradually wider and more 
squat, with a high wide kick in the base. The whole outline at this period 
reflected the general fondness for curves, the neck, shorter and tapering, 
joining the body in a smooth curve w^hich haniionized widi die more rounded 
shaping of die body itself. By the end of the period, however, the body had 
become almost straight again. The string-ring lost its knife-edge, becoming a 
flatly horizontal litde projection with a rounded edge. 

Between 1715 and 1745 wine-bottles were longer of neck than during the 
previous period, with die body narrower and Still retaining a high kick. Late 
in this period the sides of the body became perpendicular, and some had a 
sUghc inward slant, curving into the neck with a shoulder more square and 
pronounced than formerly. The neck was wide wlicrc it joined the shoulder, 
and the string-ring was placed immediately below die mouth. 

Squat wine-bottles with curved sides could not be laid down in bins, a 
method of storage which became usual in diis country in George U’s reign. 
For convenience in binning, bottles with cylindrical sides were essential, but 
the tendency to straighten had begun much earlier in the century. Hence the 
shape of the bottles made &om about 1730 in earthenware moulds. Litde or 
no change was made in dimensions or capacity. From this time there was a 
gradual evolution in die shape of winc-bortlcs, which became longer and 
narrower, until at the end of the century their form approached tlic tall 
cylindrical bottle of today. The string-ring was placed immediately below 
the lip, and a liigb kick retained. 

During the 1760s, the wine-bottle became taller, with a slightly rapering 
neck and a cylindrical body about five hichcs in diameter. During die 1770s 
and 1780s the body was about four inches in diameter, taUcr than formerly, 
with a tapering cylindrical neck and a rounded string-ring Immediately 
below die lip. The kick was deep. Special quart bottles were now made for 
the fashionable champagne, and cost three shillings a dozen. 
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During the 1790s and early i8oqs, the diameter of the wine-bottle body was 
reduced to three and a half inches. The shovilders were higher and less pro¬ 
nounced and the finish smoother than formerly. The Up-rim was now deeply 
collared with a slightly curved outUnc, the string-ring, projecting less than 
before, being immediately below. 

From 1S21 the shoulders of wine-botdes became more accentuated again. 
A broad sloping hp shaped by a special tool obviated the necessity for an 
appUed string-ring. This feature, with variations, continued until 1870. By 
1840 wine-botdes were mechanicaUy moulded and, owing to the use of the 
snap-case, there was no punty-rod scar. 

Other shapes were made to order during the period: for instance, early in 
the reign of George 11 mallet-shaped bottles were made for cider, and the 
moulded octagonal form from about 1730 to 1775. Flat-sided bottles were also 
made, prasibly early examples intended for binning. 

Reproductions of early wine-bottles have been made, but these lack the 
slightly pebbled surface to be found on originals. 


IX 


Open-flame Glass Lamps 


T O many a collector a personal find, however small, is worth any 
number of recognized antiques. In these days, when even the most 
remote cottage and junjt-shop have been ransacked for the more 
obvious treasures, such collectors niust seek for the less publicized type of 
article. Among these, opcn-flanic glass bmps commend themselves. Thousands 
upon thousands sdll exist, shapely little vessels telling their own simple tale, 
century by century, of domestic needs and the crafisman’s response. Mis¬ 
represented as flower-vases, patch-bowls, wafer-holders, they are still offered 
for sale among minor bric-i-hrac, waiting to catch the eye of those who can 
recognize their real purpose and vrill introduce them into collections which 
display, in material, design, and 'workmanship, the whole chronological story 
of these once important little vessels. 

From the first invention of a primitive lamp, methods of illumination 
remained virtually unchanged in England until the introduction of paraffin 
Uttle more foan a century ago. Such bmps as existed were simple containers 
of oil, their unprotected open flame giving hardly more illumination than a 
candle . Enough light to illumine the page of a book or section of needlework 
was all that was asked: anything further, such os lighting an entire room, was 
an enterprise only for the rich, 

Anglo-Saxon float-wick lamps consisting of open glass bowls with flared 
rims have been excavated at Faversbam, These arc now in die British Museum, 
where are preserved also several illuminated manuscripts illustrating similar 
float-wick lamps with oil containers blown from coarse green glass, One of 
these miniature paintings shows such a bmp lighting the desk of a monastic 
scribe working in his cell. The furnishings and lighting of such a room 
resembled those in the better homes of the period. In 1477 Earl Rivers wrote: 
T have putte mor oillc in iny btnpc to studic by*. 

Such lamps of glass, known as mortars and costing one penny each in the 
fourteenth century, were at diat time plain, semi-transparent bowb two or 

94 


OPEN-FLAME GLASS LAMPS 


95 


three inches Iiigh, containing oil upon which floated a ‘twyste of hempe', a 
wisp of flax, or a fragnieuc of cither wrapped around a strip of rccd. In some 
districts a plant known as lamp-moss was dried and twisted into exccflcnc 
wicks. From about 1600, lamp-wicks were sometimes made of cotton, and a 
special wick yam was sold at fairs. The wick absorbed and drew up the 
oil w'hen the free end was lit, thus maintaining a flame. 

The fuel generally burned in open-wick lamps was whale-oil, known as 
train oil and referred to by Barratt in 1598 as ‘common lainpe oyle’. The best 
qualit)^ was known as sperm-oil. Until late in the fourteenth century no 
Englisli boats were engaged in whaling. At that time whales were scheduled 
as Voyal fjsh’ and the king bore the title of Honorary Harpooner. Whale-oil 
was imported from Spain and Portugal. Not until mid-Elizabethan days did 
Britain engage in large-scale whaling; by the end of the century the wh alin g 
fleet w^as seven sail strong. 

"Whale-oil was prepared by boiling the blubber of whales — ^and of seals, 
tunny, porpoise, and other fish. This unpurified oil gave a warm yellow' 
flame, odoriferous and smoky, when burning in the lamp. It was expensive 
enough to keep the candle in common use. Oil pressed from lard was a better 
illuminant, but more costly. Colza oil made from rape seed was also used. 
Duriitg the seventeenth and early eighteenth centuries, numerous references 
were made to the use of lamp oil prepared from the castor-oil plant, riemts 
commiuiis^ 

The fumes diffused by a burning lamp might be unpleasant, particularly if 
tlic oil were tainted or rancid, which was often the case in days when trajtsport 
was slow. To prevent these fumes from spreading dirough the room, a small 
sponge moistened in water was suspended a few inches above the flame. 
Contem^rary accounts suggest that this absorbed all smoke emitted during 
the evening. 

In order to reduce oil consumption it became customary in some districts, 
from late in the seventeenth century, for the tree end of the wick to be carried 
on a floating disc of cork, the surface of which was protected by a covering of 
diick copper; from about 1720, discs of tinned iron came into use. Early in the 
eighteenth century another method was evolved for supporting the wick in 
a glass lamp; a thin strip of metal with a centrally placed hole for holding the 
wick extended across the mouth of the oil font, the ends fitting into notdics 
cut into its rim. Snufters were required to trim such wicks. Floating wicks 
gave a larger flame and were less liable to be extinguished by a draught than 
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the later ccBcral wick type. Hence their popularity throughout the period of 
open-flame lamps. 

Float-wick lamps of flint-glass date from about i6So, the (one being raised 
on a short stem rising from a flat circular foot. The bowl had straight, spreading 
sides and measured fooni t\vo and a halt to drrcc inches across die opening. 
Tliis type continued in use throughout the eighteenth century. From about 
1700 one common type of oil font was in die form of a shallow', lipped saucer 
supported by a shore stem rising from a plain, round, sloping foot. 

Collectors will be interested in a long series of float lamps dating from 
about 1770 to 1830 and measuring between two and a half and three inches 
Itigh. Often mistaken for a salt-cellar when the wick-holder is missing, diis 
design has a font in double ogee outline resting on a flattened knop rising 
from a chick, flat, circular foot. In blown examples the knop (s plain and may 
contain decorative air bubbles. In moulded examples the foot is usually 
decorated with diamond pattern or vertically ribbed, the latter soinetintes 
superimposed with spiral ribbing; a dozen or so other ornamental moulded 
pactems svill also be found. In this scries the knop is ribbed and moulded in a 
piece with the bow), the foot being attached. Foot rims may be shaped with 
from five to twelve scallops. 

A series of these lamps, dating from 1785, was made more stable by intro¬ 
ducing a chick square base beneath the foot. Base, foot, and knop were 
moulded in a single piece. This square base is usually entirely solid and flat 
beneath: others are found with a hollow cavity beneath impressed w'ith a 
star pattern. In some instances the rim is encircled w'ith notches, these acting 
as a support for a wire vvick-holder. Vertical ribs moulded on the body of 
such a lamp were sometimes cut with matching notches. 

Glass lamps witli fixed central wicks, known contemporaneously as taper 
lamps, are not known to have been in use until the last decade of the seven¬ 
teenth century. These, when constantly trimmed, gave no less light titan a 
small candle, at less cost. They were of tough flint-glass. Ac first the bowl of 
the footed monar w'as enclosed, except for a circular aperture covered by a 
metal disc through which passed a short upright tube holding a round, plaited 
wick. From about 1720 the aperture was made with a dow'nward Lp enabling 
the burner to be fitted into a short cork which scaled the font. This tj'pc of 
lamp coniinucd in use for more than a century. 

Until 17So all open-flame lamps with central wicks were fitted with solid, 
round, plaited wicks of small diameter. Tlieir size was necessarily limited, 
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44- left and The fonts of two p:g Ijmps. These fitted into candlestick nozzles. Ccjifrc: Floating wick 
lamp of early George HI period, hi thv Sdntcv Mifje-iipii, L<pfl 
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because a tbick wick was found to produce a verf poor flame owing to the 
centre being inaccessible to the air. To some extent tliis difficulty was over¬ 
come in the early 1780s when the flat Hbbon-wick made its appearance, giving 
a broad, thin flame uvith but little smoke. 

N. Blundd in hU Diary of 1707 has recorded that ‘Mr Plumb first tryed a 
lamp with two wcaks’. But it was left to Benjamin Franklin to prove, more 
than half a century later, that a rwo-bumer open-flame lamp would give 
more light than two single burners, Three-burner central wick lamps were 
failures. 

Central wick lamps burned the same oils as did the floating wick variety, 
whale-oil being compulsory^ from 1709, when a law was passed prohibiting 
‘lamps to he used in dwelling houses wherein any oyl or &t (other than oyl 
made of fish) shall be burnt for giving light, under die penalty of forty sliUlings 
for every offence*. This Act was not repealed until i8jt. Vegetable oils and 
animal fats throughout cliLs period were the monopoly of candle manu¬ 
facturers. As is detailed in Chapter XVH, even the householder wishing to 
use kitchen waste for candles for household use required a licence costing one 
shilling per head of the household. The use of glass open-flame lamps was 
limited, therefore, by the high cost of whaIcKjil to the consumer: from two 
shillings a gallon in 1710 it had risen to two shillings a quart before 1780. 
The wholesale price in London for a tun of 252 gallons was jC^4- 

Experiments carried out in the mid-eighteenth century to discover the cost 
of burning w'hale-oil in open-flame lamps show'cd that a round wick containing 
eight threads of cotton yam consumed in one hour ^ J oz. of whale-oil costing 
halt-a~crown a gallon. The cost of burning a lamp for twelve hours w'as 4-57 
farthings. Such a lamp gave illumination equal to a candle of eight or ten to 
the pound and seldom needed snuffing, wliile casting a strong steady light. 
If a wick made up of four threads of cotton yam were used the cost of lighting 
was about halved. 

When benzine was discovered in 1825 and a method of combining turpen¬ 
tine and alcohol developed two or three years later, there was a demand for 
the repeal of the 1709 Act. ‘Camphenc’ and other ‘burning fluids* were then 
marketed under proprietary names. These burned twice as long as good- 
quality whale-oil, gave brighter illumination, emitted no disagreeable smell, 
if spilled left no unsightly grease tnarks, and cost less. Unfortunately, lamps 
burning these fuels liad a tendency to explode under careless treatment and 
w'crc often termed ‘liquid gunpowder*. This danger was tniiiimized by making 
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wicks more tightly compact and by narrowing and extctiding the tubes to 
remove the flame as flir as possible from the reservoir of explosive fluid. 
When twin burners were used they were set at a slight incline to separate 
tbc tips. Each was provided with a closely fitting extinguisher to prevait the 
fuel from evaporating when the lamp was not in use, and to niinitnizc the 
odour of the extinguished wick. 

None of these lamp fuels possessed great power of ascending die wick, and 
although oil-conLiincrs might be wide and shallow tlic flame rapidly diminished 
in size and cfficicncs'. With the discover)'' of paraffin, ilJimiinarion by lamp 
was revolutionized, and clicap paraffin lamps entirely displaced open-flame 
lamps during the 1850s. 

Central-wick open-flame lamps of flint-glass were made in considerable 
tiumbeis during the eighteenth and early ninetcentli centuries. Aitliough 
many examples arc available to the coUeaor at litdc expense, rarely is one 
found complete with the metal burner. Such lamps were recognized as being 
safer than candles or floating-wick lamps for carrying from room to room. 
Their portability was no small asset when the light reached scarcely an arni's- 
Icngtli into the general obscurity of a room. 

Most lamps made earlier than about 1830 were blown, usually with applied 
stems and circular feet. Occasionally the spherical font might be supported 
by a high, trumpet-shaped pedestal. A popular type made from about 1750 
has been termed by collectors die ‘wbe-glass lamp’, because font and stem 
followed the shape of contemporary wine-glasses. Seldom is this form found 
with an applied handle. Stemlcss lamps were made, and such a design might 
include a handle of the loop variety or a flat, horizontal extension from 
one side. 

The glass chamber-lamp, measuring up to ten inches in height, held equal 
status in the home with candlesticks of brass or pewter. These lamps were 
made, broadly, in the form of glass candlesticks. The baluster stem was sup¬ 
ported on a domed and folded foot, a spherical font rising from an expansive 
saucer-shaped sconce which caught any drops of unbumed oil tliat trickled 
from the burner. A solid loop handle extended from the top of the baluster 
stem to a knop placed immediately above the foot, and terminated in a 
crimped finial. By 1735 fonts were made more capacious, with a burning 
time of forty hours. 

Such lamps were prominently featured in glass-tnakers’ lists during the 
eighteenth century. The Lmdou Evening Post, 1737, announced: ‘To be sold 
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at die China Shop at the comer of St Dunstan’s Church in Fleet Street, The 
best Glass Cliamber-Lamps for burning oil.’ At this dme such lamps were 
costing All Souls College, Oxford, twelve shillings each. The Salford glass¬ 
house in 1760 advertised that tliey made such lamps In white Hinc-glass. In 
I775t when chamber-lamps cost only five shillings each, tliey were advertised 
as suitable for 'chambers, halls, shops and weavers’. 

Early in the nineteenth century a series of lamps with blown fonts were 
made with two, three, or four hollow branches extending from a vasc-shaped 
body that rose direedy from a heavy st^uare foot. Each branch finished with 
a hori20uta] lip into which the burner was fitted. Somedmes such lamps were 
supported upon bell-shaped feet of brass. 

From about 1S20 tlic fonts of flint-glass open-flame lamps might be pattern- 
moulded, a decorative treatment used by blowers. The patterns are divided 
into three general classihcadons: horizontal, vertical, or diagonal ribbing; 
vertical flutes; diamond pattern. After 1835, when demand had greatly in¬ 
creased, tlirce-picce moulds were used, the majority of fonts being cylindrical, 
conical, or hexagonal, the shoulders above the moulding being left plain. 

These lamps were usually of the pedestal variety with two burners. In many 
of these the hand-pressed foot was separated from the font by a thin disc of 
glass or by a tlucker knop ringed or ribbed. A pressed foot was usually of the 
stepped variety, a hollow, fluted dome beneath giving it a silvery sheen. Ocher 
examples might have a thick scalloped flDOt or one plainly circular. Central- 
wick lamps of blue glass were made at diis period. The moulded font was 
supported on a short stem rising from a hand-pressed square base, domed and 
fluted beneath. 

Peg lamps, four to five inches in height and with spherical fonts of about 
three inches in diameter, were made with short, plain, footless stems, parallel 
sided, applied directly to thin bowls. Such pegs were of a diameter to fit 
snugly into candlestick nozzles where die lamps replaced tallow or wax 
candles. In the same way they could be placed in lanterns instead of candles. 
Hanging lanterns, square, with glass or horn windows, were equipped with 
peg lamps and used at doors, in passages, and in similar draughty positions 
where a constant glimmer of light was required. In the nineteenth centmy a 
heavy collar of glass was usual between bowl and peg. A scries dating from 
about 1820 had cylindrical or ovoid bodies blown in small moulds. 
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Eighteenth-century Paste Jewellery 


I AUNCHED upon the exclusive world of fashion by h/Iadatne de Pompa¬ 
dour, and brought to perfection by the Viennese Joseph Scrass, die 
^superb paste jewellery of the eighteenth century was, nevertheless, an 
English development, directly dependent upon this countiy^s triumph in 
the manufacture of lustrous, heavily-leaded flint-glass. For a hundred years, 
jewellery of this pSte de verre enjoyed masterly treannent of design and crafts- 
tnanship. It earned a high reputation among the creative arts of dhe eighteenth 
century^ not as a substitute for precious stones but as a recognized rival, dis¬ 
playing a richness of colour surpassing tliac of sapphires and rubies dicmsdves, 
and a mellow gleam regarded as a worthy accompaniment to rosocut or 
briUiant-cut diamonds. 

Tins may surprise those familiar only with the modem paste, which is 
frankly a poorly finished imitation of precious stones. Tliis modern paste is 
sliapcd by pouring the molten glass into a mould, and is finished merely by 
polishing, ^orgian paste was cut and faceted exactly like the finest jewels and 
given the same rich settings. 

JewcUery mounted vrith paste instead of precious stones delighted wealthy 
Egyptians 5,000 years ago, shortly after the invention of glass itself. The 
Phoenician trading ships innoduced it to the jewellers of die western Mediter¬ 
ranean countries between a.d. 500 and 800. At this period, however, precious 
stones of aU kinds possessed but little intrinsic value, for it was not until the 
fifteenth ccntuiy that the secret of refractive glitter was discovered. Jewels 
were appreciated chiefly for their colour, which pbyed a dominant dccorarivc 
role in ecclesiasrica] jew-ellery and in the dress of the nobility. Stones were 
mounted only as plain slabs, their surfaces flat, slightly curved, or shaped as 
four-sided p^Tamids. No discrimination was made between precious stones 
and paste- contemporary inventories list botli witliout distinction. 

Only in 1476 was the discovery made that facets could be ground on 
tablc-cut gems so that they would appear to radiate light in all its starry 
brilliance. The well-known early form of faceting, termed rose-cutting, was 
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FORM^ OF CUTTING 
viewed on pkn and elevation 
I. Tablfr-cutting. 2. Rose^-cutting. 3. Brilliant-cutting 

probably developed during the late Elizabethan period. In this form of cutting 
the facets were restricted to the upper surface of the jewel; the lower surface 
was left flat. Authorities invariably state that rose-cutting was not developed 
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undl 164}, as a result of expcnnients by Dutch lapidaries employed under the 
patronage of Cardinal Ma2ariii« The Chcapside Hoard of jewels in the Loudon 
Museum, ho\vevcr. contains many finely executed examples of rosc-cutting 
dating from around 1600, This is particularly notable, as the London-made 
jew'cUery in which such gems appear is not of a richly exclusive type, but 
more of the sort worn by the merchant class, suggesting that rose-cutting was 
already well established. 

The cutting style known as the brilliant was invented at Venice in about 
1700. The very term brilliant suggests the cut gem's glittering fire. The dis¬ 
tinctive development in this style of cutting W'as the play of light which 
entered the Jewel through the facet-rinuned tabic of the upper surface and 
was internally reflected by the cone of facet-cutting which now constituted the 
jewel’s lower surface. In passing through the stone tlie light is dispersed or 
separated into its component rainbow hues, just as a prism breaks up sunlight 
into all the colours of die spectrum. These arc reflected back and dispersed 
through the upper facets as prismatic beams of flashing radiance. 

Diagrammatic views of rose-cutting and brilliant-cutting make dicir dis¬ 
tinction clear. The common brilliant cut with fifty'-eight &ccts is shaped lik^ 
two unequal cones joined base to base, with each apex cut off The upper 
apex tlius forms a flat, eight-sided face known as the table. Sloping away from 
this at an angle of about thirty--five degrees arc thirty-two top facets, including 
eight w'hich arc large and kite-shaped, extending from the table to the girdle 
or rim—the maximum perimeter—of the gem. Below the girdle are twenty- 
four tapering pavilion facets, eight of them large and making an angle 
of forty^-one degrees with the girdle. These meet at the apex of the lower 
cone, diis pobit being ground away to form the fifty-eighth facet, called the 
culet. 

When the earlier rosc-cutting was developed, die basic material of the con¬ 
temporary paste was still comparatively dull. Until about 1685 English-made 
paste consisted merely of natural ciy'stal melted and purified. In 1676, how¬ 
ever, George Ravenscroft at the Savoy Glasshouse, London, discovered that 
a glass of surprising brilliance could be made by charging flint-glass with 
oxide of lead. It w'as his formula that was thereupon adapted to the require¬ 
ments of paste manufacture. By the reign of William HI the new paste, 
faceted like rose-cut diamonds, was already in demand. Lustrous material 
and exquisitely precise cutting made diis paste an extremely ornamental adorn¬ 
ment, and its high refractive powers were further assisted hy the addition of 
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a niirTOr-like foil backing. This putlbn, now slightly discoloured by age, 
accounts for the delightful mellow tone which distinguishes eighteendi- 
century paste. 

This, then, was the charniing adornment which Madame de Pompadour, 
flattered and iniinicked in every detail by Louis XV’s favour-seeking courtiers, 
launched upon a hundred years of success among the elite. Indeed, it was the 
ever-increasing demand for the inaterial—regarded more as an accessory to 
the costume of the day chan in the form of individual artistic creations—that 
prompted jewellers to search for even greater brilliance. As a result, Joseph 
Strass, who was working in Paris, produced in 1762 a greatly improved 
paste. This paste, known by his name, more closely resembled genuine 
precious stones than any former synthetic gem. Mcullic oxides were added to 
produce colours. Diamond, topa2, ruby, and sapphire arc to be distinguished 
from this paste by their hardness. Paste can usually be scratched with a steel 
point; turquoise and opal are. no harder than paste; garnet and emerald are 
but slightly harder. 

In the early years of die eightcendi century there was a notable inter¬ 
mingling of precious stones and this fashionable paste. A piece of jewellery 
might Ik sec with precious stones, such as diamonds, on one side and paste 
gems simulating rubies and sapphires on the reverse. A typical necklace of 
the period might combine amediysts and diamond paste, table-cut amethysts 
with faceted angles alternating with smaller rose-cut diamond pastes. 

Early eighteenth-century brooches were often in bird-designs which com¬ 
bined pastes of several colours. A typical peacock might be set widi emerald, 
topaz, and sapphire pastes. Around the middle of the centur)*', diamond paste 
was often used w*ith ruby and pale emerald pastes. 

These pastes, known also as Bristol stones, had by now acquired a wide 
variety of uses. From the beginning of die century they were used in Masonic 
orders, and were applied with considerable effect to the jewel-embroidered 
costumes of both men and women. As separate ornaments they were particu¬ 
larly fashionable in combs and other hair decorations, shaped as butterflies, 
sprays, aigrettes, and knots or pompons. A set of jeweller)', part wliitc and 
part coloured paste, was known as a harlequin stfife, and might typically 
comprise a necklet with pctidant, a bracelet, and a chatelaine. 

Pictures of the period indicate the dazzling splendour which might be 
achieved with jewellery. A mezzotint of Queen Charlotte published by 
Thomas Frye in 1762 shows her ■wearing four strings of pearls and a suiie 
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of jewel-pieces all set with diamonds: a dara» a girandole stj'le of ear-ring b 
seven sccrions, a s^vigne, or bow-shaped brooch—a piece with many uses at 
this period—and a pendant, The^f>mido/e ear-rbg was followed by the chp-on 
type, formed of two large stones, seen, for instance, b portraits by Reynolds. 
Before the end of the century die clump ear-ring had arrived, consistmg of a 
button of gold, In general design jewellery m the middle years of the century 
largely escaped the rococo extravagance expressed m ocher forms of crearivc 
art, and the typical necklace was simply mounted on hbek velvet ribbons 
which ded m a bow' at the back of the neck m lieu of a clasp. Bracelets were 
given siniilar moundngs. 

Until about 1760 the jewels themselves were solid-set. That is to say, they 
w'cre not visible from the back: hcuce the general application of foil or paillon 
to paste at this time. Shortly after the accession of George III, however, open 
setting for jewellery became bshionable. The light was admitted to the under¬ 
sides of precious stones and diamond pastes to enhance their glitter. Coloured, 
pastes were still given a greater btensity of hue by enclosed settmgs. Blue 
paste was backed with fod, red often with Indian ink or lamp-black. 

One outstandbg charm of paste-jewellery setting was the fine craftsmanship 
expended on the reverse, in whicli the metal was hammered m convex facets 
foQowmg the contour of the pastes. The p ains taking finish, together with 
perfection of weld mg, mvolvcd much laborious skill. Settings were always 
exquisite, particularly $0 m necklets, hair-combs, shoe- and knee-buckles, 
ftames for miniatures, watch-backs, and vast quantities of rosette-shaped 
buttons. 

By the late 1760s the variety of paste known as strass was worn to the 
exclusion of all others. At tliis time brilhant diamond paste might still be set 
m company with ruby, sapphire, or emerald paste, but by 1770 yet another 
turn of fashion was begbnbg to have an effect upon the jeweller’s craft, 
Dancmg, which previously had been primarily an outdoor pastime, was now 
becoming accepted as an evening pleasure, associated with the softer light of 
candles. Inevitably, coloured jewels, and most especially sapphires and sapphire 
paste, were restricted to other daytime occasions; under the mellow arrificial 
light the dancers found diamonds and diamond paste incomparably lovelier. 
This accounts for the existence of so many pieces set exclusively with white 
paste. Craftsmanship displayed b mounting these crystal pastes often surpassed 
the setting of contemporary^ diamonds. 

In daytime wear, however, ftsluon now particularly favoured die blue 
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paste. This was set in silver and studded against a blue background. Paste as 
developed by Strass was suHiciently brilliant for the addition of cool colour 
to ctihance rather than diminish its gleanit and bine paste glowed with an 
intensity surpassing that of many genuine sapphires. A curious and character** 
istic feature is the extreme thinness of blue paste, which, when mounted, 
achieves, nevertheless, an effect of ma^ive weight. 

Blue-paste jewellery may be classified in two groups distinguished by their 
mounts. Some was sec like other pastes in silver or a composition of white 
metal. More usually it was associated with yellow metal, fixed in its setting 
by a soldering process. A feature of jewellery in this group is that the blue 
paste was generally reduced to a narrow band enclosed by larger white pastes. 
The blue band consisted of a row or circle of oblong sections, each cut with 
four facets. These might be curved or angular to follow rhe design. A later 
eighteenth-century jewellery iashion, contemporary with the vogue for blue 
paste, and reaching England in about 1780, was that beautiful Georgian ring, 
the marquise. An expansive oval or oblong shape, the bcael might be so large 
as to cover the first phalange of the finger, providing the jeweller with the 
opportunity to introduce a miniacure, or later a silhouette, or more especmlly 
to set scintUIacmg dianiond pastes in rows or in a graceful floral or basket 
arrangement. French jewellers working in London originated a marquise 
ring which met with wide approval. The bezel was curved to fit the finger 
and set with blue paste over matt gold. 

Although France set the fashion, Georgian paste differed from the more 
sophisticated Parisian jewellery; stones were cut larger and squarer, to re¬ 
semble rock crystals rather than diamonds. Settings were therefore heavier, 
the finer examples being in gold, the majority in pinchbeck or other yellow 
composition. 

Gold was often aOied with copper to intensify its colour and thus the better 
to set off the paste. French jewellers considered silver or steel a more appro¬ 
priate mount. Stones were close-sec, graceful effects being achieved by com¬ 
bining in one ornament pastes of various sizes and colours such as emerald, 
sapphire, and topaz. The inner row of a shoe-buckle might consist of tiny 
stones very finely faceted, and the outer row of larger stones interspersed with 
small and medium-sized rosettes. 

Provincial jewellers reached a high degree of excellence with their settings 
for rock-crystal paste mounted on a high boss. Such settings were umformly 
chiselled in silver or steel and displayed a most attractive lace-likc effect. 
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Ctucifonu pendants were made In large numbers, to hang from velvet 
neck-ribbons. 

In contrast, nineteenth-century paste was poorly faceted, giving it a cold, 
glassy glitter. It was often ultra-large in size and mounted in settings which 
were inclined to be clumsy. It was now merely flamboyant, entirely lacking 
that mellow grace which distinguished the golden age of paste. 


XI 


Posy-holders 


F ob centuncs the fastidious had to depend on a profusion of sweet scents 
to repel the less delectable odours d^t marred their pleasures. Stuart 
pomanders, Georgian scent-bottles, and Viaorian vinaigrettes all had 
their day; but none proved an enduring rival to the radiant sweetness of a 
nosegay of fresh flowers. Fashions and manners changed with the years, but 
carnations, roses, violets retained their allure, The colourful cluster of blooms 
worn on the corsage of the 1750s was in essence the same as die ^Victorian 
posy* which decorated every kind of social occasion a century later, and both 
presented the same problem: protection, whether of dress front or of impera¬ 
tively immaculate gloves, must be provided against the flower^stems- So 
every Georgian lady had her porie~^eur brooch, and every Victorian maiden 
her porte-boiiqitet or hotnjttetier^ featured in jewellers’ catalogues as a flower- 
holder, and today recalling the vanished Victorian scene with the collector’s 
name of posy-holder. 

The Hanoverian court introduced the pone-jictir to flower-loving England. 
At first, a slender and plain funnel shape of metal or glass was fitted into a 
tiny pocket made for the purpose in the corsage. Moistened sponge packed 
into the base of the fimticl kept the flowers fresh. The earliest of dicsc was a 
slender tube of gold, finely engraved round the rim. A trade card of the late 
T 730 S in the collection of Sir Ambrose Heal, issued by H. Pugh, goldsmith and 
toyman, Raquett Court, Fleet Street, London, illustrates such a toy. Ten years 
later the trade card of Thomas Clark, jeweller and toyman, at tlic Golden 
Head, near Arundel Street in the Strand, London, pictured a slim, tapering 
porte-Jiviir, its plain body sdll merely engraved around the rim, but fitted with 
a spring dress-clip. 

As the feminine fasliion for wearing sweet-scented flowers became more 
widespread, inexpensive holders were made of flint-glass, at first trumpet- 
shaped and later in tlie fortn of flat flasks. Trumpet-shaped examples in com¬ 
mon glass were bought in quantity by florists at sixpence a pound and sold 
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with their nosegays and bouquets, which thus remained fresh undl required. 

The widespread fashion for paste jewellery, dating from the middle of the 
centuT)', prompted the de\'elopment of a more flamboyant variety of porte^ 
feur brooch. Later cightcentli-century portrait painters frequently depicted 
these ornaments, enhancing the correspondingly more elaborate flower sprays 
which were then the fishion. 

The demand for porte-jleur brooches continued for more dian a centur)'* 
examples w*cre displayed at the Great Exhibition of 1851. Martin Baskett S: 
Martin of Cheltcnliam considered die designs of their portc^jieiir brooches 
sufliciendy important to necessitate their registrarion at the Patent Office to 
prevent piracy. 

By the beginning of Viaoria s reign, however, fashion was already sccdng 
the goldsmiths new problems: flowers might now be carried in the hand as 
well as worn, on formal occasions, as a colourful alternative to the fan. Once 
again die holder first devised was a slender Creadon in gold. This early 
boiKfuetieT consisted of a simple stem or handle topped by a decorative cup. 
Jewels, or, more frequendy, equally glittering paste, or even a delicate minia¬ 
ture, might be applied to the gold. Sometimes a tiny reducing mirror might 
be added, for viewing the surrounding company. 

Soon bouqiietiers were made of silver-gjlt, their cups set with stones such as 
emerald and turquoise, hi shape these early posy-holders might he deep 
crumpet funnels for containing the long stalks of a small bouquet, or shallow 
to take a nosegay of closely arranged flow'cr-heads. Solid cups were frequently 
of cast silver-gUt or pinchbeck, dicir gilded surfaces either carved or chased 
with simple scroll patterns. Later examples of similar high quality might be 
lined with white enamel. 

Inevitably the exclusive fashion became the general vogue. The creation of 
the goldsmith had to be modified to meet the needs of a large-scale commer¬ 
cial enterprise. It is indeed to the credit of these nineteenth-century crafrsmen 
that, despite poorly paid, hasty manufacture and inexpensive materials, their 
products retained a charm and individuality chat to the twentieth century 
makes them appear extremely collectable trifles. 

At prices to suit a wide range of customers, these prasy-holders might now 
be made of silver or silver-plate, of filigree or wirework, of pinchbeck or 
gilt-brass, tortoise-shell or porcelain. Some were encrusted with jewels; others, 
of gilded brass, were so inexpensive that florists supplied them free with their 
nosegays. Birmingham ‘toymen’ despatched such holders to the spas and 
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watering-places by the dozen gross. The majoritj'' were pressed from flimsy 
brass alloys. 

In shape Victorian posy-holders may be grouped into four classes; 

(it) The short cup with a pencil-thin stein. 

[h) Tlie trumpet-shaped funnel tapering to a terminal loop. 

(f) The cornucopia. 

{d} The variety in which the handle mcorporates a folding tripod stand. 

To the first class belong the majority of posy-hoMcrs in gilded metal open¬ 
work. The cups for these were assembled from small decorative pieces pressed 
out of thinly rolled brass or an associated alloy. The Binninghani gilt toy trade 
produced these parts at an unbelievably low cost. The metal was steam-rolled 
to the required gauge, and blanks were then cut and shaped by a hand Hy- 
press. These parts were sold to manufacturing jewellers for assembly. First 
they were soldered into vertical sections, each consisting of rim, body, and 
collar pressings, and these sections in their turn were soldered together into 
the shape of the cup, the sections usually being arranged in either two or 
three repeats of two designs. These cups were finished by electro-gilding and, 
if necessary, were polished. 

An idea of their low cost may be obtained from an example of Birmingham 
jewellery recordtxi in the journal of the Royal Society of Arts for t868. Here 
it stated that a ‘hinged locket, in the shape of a book and with good likenesses 
of tlic Prince and Princess of Wales embossed on each and fitted widi glass, 
was sold wholesale at one halfpenny, one pemiy in the shops’. 

The majority of gilded open-work cups were, however, of finer quality 
metal and workinansliip. One series was set round with large ovals of mother- 
of-pearl, and sometimes one or two miniature reduemg mirrors, A successful 
series of posy-holders in metal open-work displayed Scotch pebbles hi various 
colours, opaque and translucent. Cameos, miniature portraits, silhouettes, 
painted enamels, and lockets were similarly inserted into the cups of posy- 
holders. 

When the cups were of cast metal they were finely cut, double-gilt, and 
burnished. Some were fretted. The double-gilt pinchbeck type of metal, 
known as mosaic gold and prince’s metal, was popular and was often enriched 
with pav^ turquoise and seed pearls. One attractive series of imitation gold 
posy-holders was decorated with marcasite and enamel; occasionally paste 
was introduced. Sflver-gUt cups were sometimes enriched with multi-coloured 
enamels in floral designs. 
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The use of cheaper metals in place of die earlier gold necessitated the intro¬ 
duction of a different inatcrial for the liandlc which could no: stain tlie gloves 
nor offend the lady’s nostrils. In slrapc these handles were little more than 
slightly tapering pencils, and lent themselves to such materials as ivory, bone, 
hardstone, glass, coral, and enamel- Amber proved light and pleasantly warm 
to cold fingers I porcelain or tnotber-of-pcarl remained refreshingly cool. 
The mocher-of-pcarl handle usually had a crooked terminal in the shape of 
leaves and flowers in flat silhouette and crudely engraved. Those of porcelain 
were decorated with tiny flower-sprays in natural colours on white reserves 
against grounds of blue, green, red, or yellow, enriched with gilt scrolls 
and stars, 

A popular alternative to such designs was the tapering funnel made entirely 
of flint glass. Some were clear, some coloured, and many were given additional 
surface decoration. Flower-sprays or formal rim-borders were often engraved 
upon them: Bacchus & Sons, of Binningham, issued a series diapered in 
gilt and hand-painted with flow'crs in colonrcd enamels; NaUsca produced 
others in which the clear or coloured glass was decorated with white latticino. 

Posy-holders of cornucopia shape w'Crc fashionable until about 1875. In 
these there was no break benveen flower cup atid handle, and the tapering 
curve proved a particularly satisfactory' design. Among the most charming of 
these was the scries in porcelain, imitating eighteenth-century Chelsea work 
and decorated with flower-sprays and busy cupids, usually enriched with 
gilding. The majority arc unmarked, but sonte bear crossed swords suggestive 
of Dresden swords although obviously of English manufacture. 

Cornucopia posy-holders m metal, like the flotver cups already described, 
were mostly assembled from segments pressed in high reUef in the form of a 
multitude of flowers, leaves, and insects. These were often of tliin brass, silver- 
plated and polished. The style with a solid body might be engmved, set with 
semi-predous stones, or, occasionally, set with a tiny mirror or medallion. 
The curl of the cornucopia frequently became a loop by which the posy- 
holder might be held. 

Filigree posy-holders, usually of cornucopia form, had a considerable 
vogue; the wire used was sometimes gold or silver, but more commonly tin, 
obtained from the Coombe Martin mines in North Devon. The favourite 
cornucopia design terminated in a flower-bud with each petal and sepal fiiled 
with filigree flowers and leaves, and the lower part of the body w'as composed 
of coiled miUed wire. 
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The metal of the threads used m this filigree work was as pure as possible, 
so as to be entirely inclasric. When it was woven into delicate forms there had 
to be no risk of its springing our of place. The wires were drawn through a 
series of hard metal swages untU they reached the requisite degree of fineness. 
Two strands were usually twisted together to form a single cord. In producing 
die sections for a posy-holder cup, a relatively heavy &aniework was shaped 
from wire containing a sdffenhig alloy. The threads were then fitted into 
place by hand, pincers being used for bending and twisting the vtire. Each 
thread was soldered to its neighbour and to the framework widi an almost 
invisible drop of solder. Even with the aid of a magnifying-glass it is difficult 
to detect the binding points. One prolific maker of filigree fiower-holdcrs 
was F, Allen, of Birmingham, who displayed a large selection at the Great 
Exhibition of 1851. 

From about 1865 a factor)’ approximation of filigree cornucopias was 
evolved, in which punch marks, indenred lines, and milled wire-work pro¬ 
duced a somewhat similar effect. 

Though they were delightful to carry, it was dilficult to put down any of 
the posy-holders so fiix described without disturbing the careful arrangement 
of the nosegay. In about 1840, Hilliard & Thomason, silver manufacturers, 
of Birmingham, devised a handle that would spring out into a tripod stand if 
one unscrewed a terminal knob, secured by a guard chain. This enabled the 
posy-holder to stand upright on a tabic. A competing tripod was quickly 
designed. Tliis had a press operating within the handle, w’hich terminated in 
three outward curving leaf-shapes. 'When puslied upward, the plunger divided 
the handle, w'hich spread into a tripod, made stable witli hidden springs. 

In all varieties of posy-holder some means had to be devised to hold die 
bunch of flowers in place. Usually a strong pin was inserted across the mouth 
of the cup, througli perforations drilled in the sides, thus preventing the 
flower bouquet from failing out. The pin might be split from the thick end, 
thus giving it enough spring to fit tightly into the hole, but more usually it 
tapered plainly to a sharp point. A few pins have been noted widi flat shanks 
and pin-points. As they seldom screwed into position they were at best in¬ 
secure and required dainty guard chains, whose minute links might be elabor¬ 
ately designed. Only in late examples was the thick end of the pin threaded so 
as to screw firmly into the cup perforation. 

As an alternative to the horizontal pin, the interior of the cup might be 
fitted with four downward projecting spikes so that the flower-stalks could be 
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pushed in but not easily withdrawn. This was the registered design of Heeley 
& Sons, Bimiinghain. The same firtn produced yet another form of grip, 
an open-work cup of four silver-gilt leaves being encircled by a movable 
compression ring. When thrust upwards, this ring forced the springy leaves 
against the flower-stems, gripping them tightly. 

Many posy-holder sticks terminated in loops so that they could dangle 
from ribbons during the dance. The majority, however, were supplied with 
plain finger-rings. Such a ring was attached to the holder by a chain matching 
the pin-guard. Most rings were severely plain, but some were chased, and a 
few were split so that they would fit any finger. 

In a few instances the posy-holder served also as a pi?rte-Jieiir, being fitted 
with a long hook to attach it to the dress. Alternatively it was approved to 
have pi>rie-feur and bonquecier as a liarmonizing pair. Occasionally in the late 
r86os another small posy held the folds of the voluminous ball dress caught 
up on the hips in the frshion of the day, as crinoline gave place to bustle. 

Posy-holders, catalogued as flower-holders, were included among the jewel¬ 
ler)' exhibits of the Great Exhibition. John & William Guest, Litde Hampton 
Street, Birmingham, displayed in their array of gilt articles a selection of 
engraved flower-holders. Mr Balleny of Birmingham exhibited flower-holders 
of pinchbeck in which the stems w'erc twisted into a loop handle; the cups 
were covered with vine leaves and grapes in deep relief. 

In that age of‘deduces’ the posy-holder inevitably tended to become a dual- 
purpose or even triple-purpose trinket. Andrew Campbell, of Tottenham 
Court Road, London, showed at the Great Exhibition what he described as a 
‘registered standard gold cornucopia designed to combine the three several 
uses of a dress brooch, a flower-holder, and a watch-protector. In 1871 a 
silversmith whose makers mark was registered B.HJ. at the Birmingham 
Assay Office issued a combined bouquet-holder, vinaigrette, and scent-bottle 
in silver-gilt and enamels. The same silversmith had earlier brought out a 
posy-holder incorporating a method of holding the Rowers securely which 
was a considerable advance on earlier designs. This was patented in 1863 by 
Adam Dixon & Joslah Pumphrey of Birmingham. The opening was fitted 
with a pair of slightly toothed spring clips which met togetlier to grip the 
bunch of flower-stems. 
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shell Cameos 


j|"ORE than six thousand yrars ago tlic Syrians and Egyptians appro- 
/I dated the naively chamiing eficcts that could be achieved with 
1 ▼ A carved cameos. In precious and semi-precious stones^ and later 
in gbss, they developed the decorative possibilities of differently coloured 
layers or strata so carved that a decorarioti worked in a stTatum of one colour 
stood out in low reUef against a contrasting background. In early Victorian 
Engbnd the ancient fashion took on a new importance when the craft was 
developed in the particularly appropriate medium of richly coloured conch 
shells. 

Shells first came into use as a material for cameo carving during bte Tudor 
days, that age of exploration which opened die waters of India and the Faciftc 
Islands to traders. It was when the wonders of the Caribbean Sea were revealed 
that coloured shells with the hard bininae necessary for cameo work were 
discovered. The first shell cameos made in the modem manner date from the 
bte sixteenth or early seventeenth century. A few specimens of the bter period 
survive in museums, 

Produedon of shell cameos on a wide scale came with the industrial age, its 
development keeping pace with that greater distribution of wealth which 
brought into existence die money’-spending middle-classes of Western Europe. 
The carving of shell cameos for popular adomniciit began in Italy about 1820, 
(juickly spreading to Paris, where the art was flourisliing many years before 
it reached England. 

The reason why shell cameos were aci^mred by all who could afford diem 
is not far to seek. The classical revival o f die eighteenth century had awakened 
a keen interest in early Grecian and Roman cut gems. The paste replicas of 
James Tassic and the jasper-wares of Wedgwood had popubrized this fiishion. 
Equally classic in subject, fresh from the hand of the cutter, yet low in price 
even when encircled within a thin gold or pinchbeck mount, the shell cameo 
made its wearer feel in tune with the aesthetic tendency of the day. The 
essential beauty of these personal adomiucnts was .accepted as unassailable, for 
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the designs were, almost wichou: exception, derived from originals which 
contemporary art critics ibnnd mcomparably lovely. 

The sliell-caineo industry flourished until about 1870. Even today it is 
sufficiently important in Italy to justify the mahircnancc of a school for cameo- 
cutters at Torre del Greco, near Naples, The heyday of the craft in England 
came during the 1S4OS and 18:5os, when Parian porcelain was in its prime and 
when sculptors were viewing the world through Hellenic spectacles. The 
majority of shell cameos which a discriminating collector would ac<]uire 
would have been made before 1S60. Examples earlier tlian 1S30 are rare and 
the many cameos made bectveen i860 and 1S70 are usually very poorly cut, 
Precise daring is out of the question, as shell cameos do not lend themselves 
to a process of listing and scientific classification, their subjects and general 
style being as fixed as those of the monastic paintings of Mount Athos. 
The hallmark and die style of die mount are tlie only clues by which the 
framed cameo may be dated. 

Tlie decline of the cameo in public esteem was brought about by this 
paucity of design, coupled with deterioration in craftsmanship. Cameo-cutters 
were not artists; the}' merely copied, to the minutest detail, figures, posies, and 
decorations designed some two thousand years earlier. The mid-century demand 
brought high wages to skilful cutters, most of whom spent their earnings on 
drink. As their skill deteriorated prices fell, and by 1860, instead of being sold 
singly, cameos were being quoted at so much per dozen, 

A second phase in English shell cameos began during the ktc 1880s, spon¬ 
sored by H.R.H, Princess Louise, Marchioness of Lome. As opposed to the 
cameos of the former period, with their abnormally large heads, the new 
style was for small shell cameos in rings, brooches, ear-rings, buttons, 
pins, cuff-links, and so on. They were also used to embellish book-covers, 
photograph-albums, cabinets, and boxes. 

Various tj'pes of the conch or so-called hehnet shells are used for camco- 
cutring, being composed of dense thick material arranged in tw'o ot three 
layers of different colours. The favourite variety was the red helmet or bull’s 
mouth {Cassis nt fa), from the Indian Ocean, Its pale golden-yellow or bright 
or an gored lining makes a perfect ground for the clear relief cut from the 
white portion of die sliell. From the West Indies comes the black helmet 
{Cassis tuber&sa)f which offers a jet-black, brown, or claret-coloured back¬ 
ground. Shells with a dark claret lining are found in the waters around 
Madagascar, and from the islands of Japan comes the homed helmet (Cassis 
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conttiia). The Caribbean Sea yields the beautiful pink-green conch (Sfrowbiw 
gigas). 

The collecting, preparing, and despatching of these shells was, and is still, a 
trade providing considerable revenue. From about 1821 until 1870 all the 
shells used in die Turopean cameo trade were exported from England. In 1847 
the Hatton Garden dealers Francati Si Santa-Maria, who held a monopoly 
in shell-cutting, exported 100,500 pieces of shed worth and productive 

of cameos valued at j{^40,ooo. A simple shell of ordinary size, when cut, pro¬ 
duced three or four pieces suitable for cameo-cutting. Tlie red helmet is small 
and consequently one-quarter the price of other shells, the most expensive 
being the rare black helmet, of which there might be one to ten thousand 
of other varieties. 

In shape a conch shell resembles a human ear. The cutter divided it into six 
parts, the back edge going to waste, while the dome, comb, mouth, lip, and 
face vt'cre suitable for die camco-worker. The shcU was cut by a thin wheel 
revolving on a treadle spindle. Above the wheel was placed a sloping dish 
sliapcd to a point, containing eineiy' powder. Over the dish was a small keg 
of water, regulated by a stop-cock in such a way that, as the water trickled 
down the pan, it carried particles of the emery to the wheel. The shell-cuttcr 
discarded all pieces of shell which were decayed, marked by worm, or show¬ 
ing a tendency to chip. 

The piece in the upper portion of the dome 'was most valuable to the camco- 
cuttcr because its colour showed no variations. Pieces cut from elsewhere 
varied slightly in dnt, the colour gradually deepening cowards the mouth. 
The comb was cut into separate knobs, which were utilized for carving heads 
required to stand our in bold relief. Tlic lip was found suitable for large 
cameos such as umbrella handles and paper-weights. More frequently it was 
cut into pieces between die raised edges running at right angles to the mouth: 
these were then used for carving fish or birds, or other forms requiring 
portions cut in high relief. When die dome lias been cut through, the second 
layer of shell appears immediately beneath. The dome has three distina layers 
instead of the two found elsewhere on the shell. The outermost layer is always 
dark brown or red, and served for hair ornaments or a helmet on die head of a 
warrior; the second layer is always a chalky white, and was used for carving 
the figure; the third, harder layer is the brown or red ground. 

The mcdiods of carving were simple, A piece of shell approximating to the 
desired size and shape was selected. After being ground or filed to the required 
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shape, it was attached with a resinous tar-cement to the end of a short stick— 
the end of a broomstick usually served.. Supporting the shell with this stick 
m his left hand, the cutter went to work with a few very delicate cui^g tools 
and scrapers. These included four round scrapers with different points, used 
for cutting die figure and developing decorations; two flat scrapers for 
smoothing; two spit-srickers for finishnig; and a fine file. Grinding wheels 
were used only on later crude productions. 

First the subject was outlined on the white body. Then the remainder of the 
white portion of the shell was cmrefully cut away, leatdng the design blocked 
out on its tinted background. The cutter now worked in detail on the various 
features of this design, tlte shallow nature of the relief making it necessary for 
him to progress equally over all parts of the surface at once. 

The shell-carver's skill was evident not only in delicacy of workmanship, 
but in an ability to incorporate surface irregularities with the design, which 
had also to be so arranged that if the blush of the background showed through 
any rbin portions of the white, the general effect would be enhanced. Imper¬ 
fections in the white surface had continually to be looked for, since the belated 
appearance of a worm furrow or the development of flaking might spoil a 
lialf-finishcd work. 

When carving was complete, the ground was smoothed wdth pumice and 
water, applied w'ith a hard, pointed stick. The raised surface was then smoothed 
with pumice and oU, and the entire cameo polished with a paste of rotten- 
stone and sulphuric acid. The cameo was then ready for mounting. 

Tradition has always guided the hand of the shell camco-cuttcr. Copies of 
ancient sculpture and famous paintings, vacuous ‘ideal* heads, allegorical 
figures, and fomily portrait-profiles were the stock motifs of shcU-cameo 
designees. An ambitious artist would occasionally carve an entire shell with 
a f-1a<Mrnl gcoup, suFTOundcd by decorations in the same style, derived from 
imitations of antiquity. 

The carving of shell-cameo profile-portraits was contemporary with the 
cutting (not painting) of silhouettes; but the results of the former were not 
comparable with those achieved by means of scissors, paper, and a little 
bronze paint. The silhoucctist was primarily concerned with obtaining a vital 
likeness; the cameoNCuner, on the other hand, felt compelled to endow men 
sitters with the bearing of demigods, women with the charms of Venus or 
Juno. The results in these efforts were often far from admirable. Itinerant 
cutters of shell cameos, working from Hfe, were traveUing the country during 
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the 1850s. This was a period when shell-canieo work was viewed with an 
indulgent eye; it was advertised as *in most eTtquisite style of hnisb and perfca 
in contour and taste’. Prices for such perfection were reasonable. Good shell 
cameos cost to for heads, ^^3 and more for the finest brge brooches; 
combs cost and a complete set, consisting of necklace, ear-rings, and 
brooch, twenty guineas. 

The quality of a shell cameo can be assessed only by the eye, and personal 
judgment alone can decide whether a shell is worth acquiring. Complexity of 
design, how'ever, should not influence opinion concerning quality of crafis^ 
manship, which must be of the highest. Because imaginative quality is entirely 
lacking, the cameo can be judged only by its technical perfection. 

Some collectors place first emphasis upon the carver s ability to adjust his 
design to the peculiarities of the shell and make clever use of its colour. A 
large piece of shell seldom supplies the cutter with a perfectly plain surface. 
Even if the white overlay is worked down absolutely fiat, the coloured ground 
will undoubtedly possess some curvature. Great skill, therefore, is required to 
carve a head so that each feature appears correedy related to the rest. A profile 
may be cut so that die face will seem to turn cither towards the background 
or away from it. This will be determined by the way in whicli the white 
overlay is thinned along the face profile or at the back of the head. In either 
case no part should appear out of focus. 

Surfiicc treatment is important. The cameo-cutter is forced by the nature of 
his medium to work in extremely low relief. A sense of threeHiinrensional 
solidity has to be achieved by the merest suggestion of surface moduladon and 
line graduation. Ground colours should be carefully noted. Pallid pinks are 
less valuable than rich pinks, and these in turn are less valuable than the flame 
colour, between red and orange. Sdll more uncommon are dark claret and 
maroon, with black the rarest of all. 
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Pewter Flagons and Tankards 


F rom pewccr tajikards polished, to a silvery sheen, Samuel Pepys and 
his witty, roystering companions dranlt at the famous Cock Alehouse 
in Fleet Street, the drawer dispensing the foaming Hquor from a tali, 
two-quart flagon. Pewter lingered on in die old taverns and chop-houses long 
after industrial iniprovcincnts in the pottery trade had enabled potters to put 
on the market much less costly utensils in ware that was strong and wliite and 
easy to clean. 

The term flagon had for centuries been applied to any vessel containing 
approximately two quarts of wine: it first came to be applied to a specific 
styde of hollow-warc when adopted for the church Communion vessel. 
These earlv ecclesiastical flagons replaced Communion cruets, in 'which one 
vessel bad contained wine, the other w'ater. Like cruets, flagons wxre also 
made in pairs. These flagons had bulbous bodies resting upon spreading tazza- 
feet, a ty'pe made as late as 1615. St Margaret’s Church, Westminster, possesses 
a pair in silver, hall-marked 1583: at Cirencester there is a pair hall-marked 
1576. 

Such early ecclesiastical flagons were seldom made of pewter, however. 
As early as 1175 a Council at Westminster had forbidden bishops to consecrate 
pewter. Nevertheless, Elizabethan church flagons were not always of precious 
metal, for an entry bi the churchrvarden’s accounts at Wing Church, Bucking¬ 
hamshire, records a payment in 1576 ‘for a tynne "wyne bottell for the Church, 
XViijd’. After the accession of James I, clerics were officially permitted by the 
twentieth Canon of 1605-4 to ^bring to the Communion table a clean and 
sweet standing pot or stoup of pewter—if not of purer metal’. 

Silver flagons set the fashion for pewter. Short, vertical-sided Communion 
flagons in silver were made during the ij6os, one of the few remaining 
examples being hall-marked 1572. Not until after 1590 were such flagons 
made suEcicntly tall to contain two quarts of wmc. Inventories during the 
next decade contain frequent entries of *i paire of pewter flaggon pottes’. 
None of these appears to remain. 


128 


PBWTER FLAGONS AND TANKARDS 


129 

Copies were made in pewter for both ecclesiastical and lay purposes. These 
early pewter flagons were tall, weightily massive vesseb made of thick metal. 
The body was slightly conical, with straight sides and no spout. To the sturdy 
handle was hinged a lid with a stout, upright thumb-piece. A sUghtly spreading 
moulded skirt with a beaded rim served to Hfc the base a little above die table. 
Without this protection the flat, soft, metal base of the vessel itself, tending 
to develop a sUght bulge in tlic course of time, proved unstable in use. In 
the seventeenth century a deep, widc-spreaditig skirt might be fitted, such a 
design being specifically referred to in contemporary inventories. 

The majority of pewter flagons still intaa are those which were made for 
ecclesiastical purposes, their associadon with the Church having prevented 
their destrucrion in the melting-pot. The churches of Leicestershire possess 
some 330 examples. Among the earliest dated pewter flagons is an example 
preserved in Werrington Church, Northamptonshire. Inscribed with the 
date 1609, tliis measures fourteen inches in height, six and a half inches across 
the skirt, and four and three-quarter inches at the top. The majority of flagons 
were about II inches high: when caller they were termed ‘great flagons’. 
The inventory taken at Chasclcton House, near Morcton-m-dic-Marsh, in 
i6j 2, refers to ‘three great flaggons’. 

The pewter flagon made earlier than about 1610 had a chick, towering 
thumb-piece fitting into a pair of strong hinge-lugs cast on the handle. This 
was the lever by which the lid was raised. A D-shaped handle extended two- 
tliirds down die body, terminating in a flat, semi-circular finial. The bold, 
single-curved concave foot-rim, with a beaded edge, matched similar mould¬ 
ing, inverted, encircling the mouth. The low, domed lid was designed with a 
matching profile, and enfivcoed with a vride, flattened knop. By 1615 pewter 
flagons were tending to become light in weight, the more slender thumb- 
piece possessing a backward tilt. 

During the reign of Charles I, flagon skirts became more expansive, the 
moulding containing more curves dm formerly, but seldom matching the 
lip-moulding. This still matched the lower moulding of the bun lid typical 
of this period. The well-designed central knop on the lid was considerably 
taller than formerly. The thumb-piece tended to be wider and flatter, and 
might be decorated widi heart-shaped piercing. 

The handle now became S-shaped, extending to a point immediately above 
the foot-moulding and terminating in a flattened finial, usually semi-circular. 
From about 1640 a short intervenmg strut might join handle to body. At 
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about the same time appeared the now rare knopless flat lid, and the skirt 
tended to become deeper and more expansive. A hammer-head thumb-piece 
was not uncommon &om now until 1760. 

The influx of Continental craftsmen at die time of the Restoration led to 
increased lightness and shapeliness in pewter-ware. The flagon body might 
now be decorated with encircling rcedmgs, often singly but more frequendy 
in pairs, dividing the body-surface into a series of plain bands, alternately 
narrow and wide- A flat, shallow dome rose from the centre of an otherwise 
flat and knopicss lid. By 1665 this liad changed into the beefeater lid, so-called 
because of its resemblance to a beefeater’s liat. The body might be plain, or 
might show’ decorative reeding, cither encircling the lower body above the 
cavetto moulding of the base, or else at each end of the body. The lip rim 
might be finished with plain, narrow beading. Twin-ball thumb-pieces were 
now common, and sloped backw'ards. They w’cre shaped to fit the diumb 
and might terminate in buds, acorns, shells, links, or pomegranates. Tliis type 
of flagon, with numerous minor local variations, continued throughout the 
century. 

The lip of the cover from about 1690 was provided with a flat frontal pro¬ 
jection, generally with a serrated edge and aKvays with a plain surface. The 
lid now became double-domed and the dolphin-tail ftniaJ is found on some 
S-shaped handles. 

Shortly before 1720 the spouted or lipped flagon made its appearance in 
England: already for centuries it had been popular on the Continent. A few 
years elapsed before the lid was extended to cover the spout opening, this 
extension often having a serrated edge. Such a lid was usually surmounted by 
a moulded knop, frequently an acom. At about the same dmc appeared the 
rc^nmrv'ed scroll handle with its decorative ternnnai: die S- and D-shaped 
handles continued in general use until pewter flagons ceased to be made. By 
1750 the profile of the skirt was re-designed to form a continuous line with 
the tall body, now considerably tapermg towards the Up. By the end of the 
century tlic flagon base was finished merely with a narrow band of moulding 
matching similar decoration around the lip rim. The Oxford ale-flagon, a 
Regency innovation, had an um-shaped body and a double-domed lid leaving 
the spout uncovered. Such a flagon was fitted with a perforated grating 
behind the spout. 

The now rare acom-bodied York flagon, with its centrally knopped double- 
domed lid and its heart and Icaf-^pray thumb-piece, was made ftom about 
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1725 until 1760, The bodies of early examples were plainly smooth, the sides 
of the spouted upper body being perpendicular. By 175° the upper body had 
become tapering and might be encircled with reeding, as was the outer peri¬ 
meter of the spherical lower body. In late examples the spout projected from 
the body in a bolder curve than formerly. The S-handle was soldered to the 
body immediately above its most prominent bulge. A Ughtt moulded base- 
rim lifted the base of the flagon above die table. 

Flagons and tankards were die work of specialked holloiv-ware pewterers. 
Undl late in the eighteenth century the Pewterers' Company required all 
domesde pewter to be well hammered afrer casting to make the metal com¬ 
pact. Pewterers assembled flagons from six cast secrions: upper body and Up, 
lower body and base moulding or skirt, circular base, Ud, thumb-piece and 
hinge, and handle. The bodies of pre-Rcstorariou flagons were usually cast in 
two vertical halves. 

The difference between a flagon, particularly a domestic serv'ing flagon, 
and a tankard is sometimes very slight. But the standardized forms of the 
component parts during the various periods usually display features ctiabling 
a disdnetion to be made at a glance. A large tankard may occasionally be 
mistaken for a small flagon, but these lialf-way pieces, seven and a half inches 
to eight and a half inches m height, are comparatively rare in pewter, though 
frequent in silver. 

The word tankard does not appear to have been applied to drinking-vessels 
until late in the reign of Hemy VIII. The Naval Accounts of Henry VO for 
1485 refer to ‘diynkyng boUes of tree, xx; tankardes viij’. These were nine- 
gallon vessels of wooden staves and hooped, used for carrying water from the 
conduits: the carriers were called 'tankard-bearers'. Leather cups with metal 
lids were called tankards from about 1550. An early example of the new 
applicanon of the word is found in the will, dated 1576, of Sir George Heron 
of Harbottle, who bequeathed ‘3 silver tankards’ to his daughter. 

Pewter tankards arc not heard of until the reign of James I. An inventory of 
pewter taken in 1614 lists 'three tankers’ and a ‘tankerde pottc'. Tankards 
always possess lids. Doctor Johnson defined tankards as 'large vessels witli 
covers, for strong drink'. The Udlcss tankard was known as a mug. 

The tankard Ud of the Janies I and Charles i periods was flat, with a low, 
vertical-sided central lift and a slight front lip. The sides of the cylindrical 
body were vertical and encircled by narrow base-mouldings. The D-shaped 
handle with a short tail was light, with little thickness of metal at the upper 
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terminal, and the lower end placed low upon die body. Very few pewter 
tankards remain that may be correctly assigned to this period. 

Little change took place in the basic features of the tankard until the acces¬ 
sion of George L After the Restoration the body was made slightly tapered 
and might be of greater diameter in proportion to die depdi than at any other 
period. The base rim was deeper and niore elaborately moulded. The beefeater 
hd had a Rat rim three-eighths of an inch to half an inch wide. In this style of 
hd the vertical rise of the former period was replaced by convex moulding 
below the Rat top. At the front the rim on such a lid was usually extended 
into a projection vvith serrated edges and a plain surface, sometimes feetted. 
The graceful swan-neck handle now appeared on pewter tankards, die lower 
terminal sometimes ending in a twin spiral, a heel-shaped slice, or an applied 
slrield. Such handles continued until Georgian days, Reeding encircled the 
bodies of many tankards from about 1695 and continued in general favour 
throughout the collector’s period until 1S30, with the exception of the two 
decades immediately following the accession of George 111. 

Tankard lids were opened by pressing on thumb-pieces, known to con¬ 
temporary pewterers as purchases or levers, The pre-Restorarion tsvin-dome 
thumb-piece is rarely found. From 1660 to 1715 rams’ horns and the fleur-de- 
lis in many variations were most frequently used. Late Stuart types included 
also beaded scrolls and love-birds beak to beak. Scroll patterns w'ere used 
throughout the reigns of the first two Georges, followed by the perforated 
type, which held the field to the virtual exclusion of other designs. 

The doublt>domcd lid fashionable during the eighteenth century is not 
found on pewter tankards made earlier than about 1695. The extended 
serrated lip, without perforations, continued until about 1715. Then the flat 
rims around the lid gave way to cavetto mouldings starring direct from the 
outer edge of the lid. Tliis style of lid was never superseded as a standard 
pattern. 

At about the same rime the swan-neck handle began to give place to a 
more massive-looking handle displaying more flowing curves in an S outline. 
These handles were cast hollow. As in earlier work, the upper end of the handle 
was usually sliced obliquely across its section and tliis area soldered to the body; 
in other cases the handle was provided with a lug which might extend half¬ 
way down the body of the tankard. The rc-curved scroll handle appeared on 
some tankards from about 1730, with a short strut bemeen either or both 
terminals and the body. 
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A tankard with a swellbg bell- or tulip-shaped body raised on a narrow 
moulded foot and with a double-domed lid was a West Country design, 
contemporary with the cylindrical tankard from about 1720 to 1790* 'This 
had a period of high popularity bewccn 1760 and 1780, when few tankards 
with vertical bodies were made. The tulip tankard was made again from about 
1810, this series having vertical rims, earlier examples being beaded. 

Tankard bodies from about 1660 might be decorated, but the majority 
were left plain, sometimes with the addition of encircling reeding applied 
during manufacture. At first large floral devices in broken or wavy line-work 
were produced by what was then known as wriggled or joggled work. This 
was carried out by tapping a rough chisel and rockmg it from side to side. 
Later decorations were done wdeh a graver or a tracer: these engravings are 
sometimes of a considerably later date than the tankard itself. The graver 
removed a fragment of the soft metal at each cut; the tracer removed no 
metal, as the tool was held vertically and struck with a hammer, displacing the 
metal and forming a furrow. Deep engraving is seldom found, as this would 
weaken the pewter. Tankard bodies might be engraved with portraits, coats 
of arms and cyphers, symbolic Stuart designs, and lions, birds, foHage, and 
flowers. 

Pewter engravers journeyed frompew'tcrcr to pewterer, carrying out decora¬ 
tion on the premises with their own tools. Engravers of silver, whose advertise¬ 
ments and trade cards indicate that they decorated pewter too, called this 
branch of their art ‘scratching\ 

The majority of early pcwTcr tankards are unmarked: some were struck 
with the makers' initials. When touch-marks are present they are usually 
found on the inside base of the tankard. So-called hall-marks were struck 
either across the outer surface of the lid or on the body near the Up and 
handle junction. 


XIV 


Pewter Plates and Dishes 


T he flawless texture and mellow silvery sheen of English-made pewter 
had long been admired and collected on the Continent when Pope 
Gregory XI in 1^82 directed that the char gen, platters, dishes, and 
trenchers used in the Vatican must be of English manufacture. Considerable 
further quantities were ordered, and in 13S7 the Papal Nunrio in London 
could thmk of no more acceptable present to send his master than a barrel full 
of LondoiJ pewter engraved with the Papal arms. 

London flatware ivas distinguished by being hammered or planished,a costly 
process compared with the produedon of flatware which was merely cast and 
its surface cleaned by the sadwarc turner. These London pewterers shaped 
their wane on a wooden form, using short-handled hammers with bright 
smooth panes, or hitting surfaces, of various contours. The interior rise or 
bouge of the plate was then beaten on an anvil and swage. The hammer marks 
left a series of concentric rings, which W’ere cleared &ona the upper surface by 
turning in the lathe, but remain visible on the underside. This process was 
followed by all-over burnishing, a lathe operadon carried out with blood¬ 
stones or agates of various shapes set in long-handled tools. 

Hammering gave rigidity and compactness to the alloy: consequently the 
ware was less liable to be distorted than ordinary flat pewter and its wearing 
qualides were enhanced. Such pewter emits a bell-like ring when struck, very 
different from the dull tone of ordinary cast sad ware, fuiishcd merely by lathe- 
turning and bumisliing. 

Hanimered pewter was noted by Harrison in his DmcripliQU JEn^hrid, 
158^' fu some places beyond the sea a garnish of good flat pewter of an 
ordinary making is esteemed almost as precious as the like manner of vessels 
made of fine silver, He added that foreign pewterers were not nearly so 
skilled as their English confreres. He also noted that in his day the depressions 
in plates were beginning to be made considerably deeper, making them ‘more 
convenient for sauce, broth, and keeping the meat warm’. The finest metal 
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was used for hammered flatware, the Pewterers' Company's formula being: 
tin, 100; antimony, 8; bismuth, 2; copper, 2. 

Garnishes of pewter were the pride of the old-time kitchen, where they were 
displayed on tiers of shelves wifli their hacks facing outward. The custom 
was not only to wash and rub the pewter vigorously after each meal, but also 
to give it a monthly scrubbing with oil and rotten-stone, or sand applied with 
rushes. A garnish of pewter flatware was defined by Harrison as ‘twelve 
chargers, twelve dishes, twelve plates and those are either of silver ^hion, or 
else with broad and narrow' brims, which is now valued at sevenpence [per 
pound] , or, peradventure eightpence’. 

The Pewterers’ Company in the niid-fifcecnth century grouped flatware 
into four types and standardized their weights: chargers were made in four 
sizes, 7, 5, 3i 2| lb.; platters, 2|, 2 \, 2, i| lb,; dishes, i 4 -, i J, i, | lb.; 
saucers, f, f, i, i lb, A century later these weights were more or less ignored 
and flatware sold under more fashionable designations. Numerous inventories 
taken in the nordiecn counties of England during Elizabethan days specify 
pewter articles by name, giving both quantity and weight, thus enabling the 
weight of individual pieces to be calculated. 

The inventory of Thomas Hall, Durham, taken in 1586, specifies a wide 
range of flatware in pewter: great chargers, 5I lb., chargers, 4,f lb.; lesser 
chargers, 3^ lb.; great platters, 3^ lb.; platters, 3 lb,; lesser platters, zh lb.; 
doublers, 3 lb.; lesser doublers, 2^ lb. Special-purpose flatware was also 
itemized: custard plates, if lb.; spice plates, if lb.; pudding dishes, if lb.; 
pie and pasty plates, i lb.; egg dishes, i lb.; banquet dishes, 14 oz.; large 
saucers, 14 oz.; lesser saucers, i lb.; plate trenchers, 14 oz. to 9 oz* Such pieces 
were distinguished by shape, depth, and rim width, following fashionable 
st)dcs in silver. Finished pewter at this time was worth about sevenpence a 
pound. 

The early pewter plates which replaced the shallow platters were broad- 
rimmed with plain edges: existing specimens measure from eight to ten 
inches in diameter. Special-purpose plates were nanow-rimmed. Chargers for 
accommodating large joints or the traditional boar's head had rims commen¬ 
surate with their size, the rim of a twcnty-six-inch diameter charger usually 
approximating four inches in width. The diameter of a dinner plate varied 
with the whim of the day. In 1661 the Coopers' Company exchanged their 
pewter plates for a similar number 'of a larger and more fasliiotiable size’. 

Pewterers^ moulds were weighty and expensive: complete sets were stored 
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at Pcwtercrs* Hall and might be borrowed by ‘qualified masters of the craft*. 
Flatware from these moulds is to be recognized by a seldom-changed scries of 
decorated rims. Thus the collector may now date most plates and dishes 
within wide but well-defined limits. Oclier rim patterns are found taken 
from moulds which were the joint property of small groups of pcwtercrs 
whose combined businesses were large enough to keep such sets of moulds 
in continual use. 

The rim of a piece of flatware from about 1575 might be strengthened w'ith 
a beaded edge, usually oval in section. The bougc was deeper and less abrupt 
in its fall, a feature retained tliroughout the rest of die pewter period. From 
early in the seventeenth century untU 1660 the rim beading was circular in 
section. The rim was also encircled with two closely placed chased Lnes, the 
space between them being slightly concave. These and most earlier plates 
were horizontally rimmed: a few existing examples have a slight rise from the 
top of the bouge. 

Between the Restoration and early in Queen Anne's reign three standard 
types of decoration encircled the rims of pewter plates. From 1660 to 1695 
the width of the rim might be half that of the former period and its edge 
strengthened with beading in oval section. This style of rim rises slightly 
upward from a circle cut deeply into the rim-bouge junction, the upper 
surface shaped in the form of a simple moulding. A second type, its use extend¬ 
ing until after 1705, has a wide horizontal rim bordered with triple reeding 
and a beaded edge oval in section. Contemporary with this was a rim of 
similar width decorated with simple moulding twice as broad as the triple 
reeding, and a beaded edge circular in section. 

A broad rim widi single reeding and a wide, thin oval beaded edge generally 
belongs to the frist half of the eighteenth century. With the decline of the 
pewtereris craft from tlie 17405 plain runs became usual. Only a small per¬ 
centage of these appear to liave been hammered in the style of earlier examples. 
Facing competition from the potters, pcwtercrs now began to supply a scries 
of more decorative dishes and plates than the plainly oval and circular. These 
included octagonal plates, at first with plain rims, later with borders double 
or treble reeded, gadrooned, or showing a combination of beading and 
reeding. 

Some of tlicse closely resemble silver salvers of the Charles 11 period nearly 
a hundred years before. Wavy-edged plates in pewter copying contemporary 
shapes in silver were made: fivc-lobed with double-reeded rim; fivc-lobcd. 




70. A litc wvctuecnch-ccntury' pcwicr mam Age charger, inscribed be wise feare ooti I-et a 
M0 saint's I'LEASVRl PEPR3VE THY SO Vi OF HEAVEN "s IMMOUTALL TREASVRE. In the £i>lk^fkjt 

&J ffir Htfti. Hdri BtiUiriiSmp. 


71- A group of btc Aevcntceiuh-ccntury pcwicr: siernnicd Eazza; chirgcr with Charles If rype oi beading 
!o rim; donblcr; asid hoi dish standr In ih<* it'^ltedwu of flu* Rt Hsirl Btwtciumtp. 

139 










140 








PEWTER PLATES AND DISHES 


I4I 

reeded, gadrooned and plain; fivc-lobed with scroll and shell decoration; 
eighc-lobed, plain, single, and double reeded. 

Thin squares or discs of pewter known as trenchers were used on the 
English table for niorc than a thousand years. When platters and plates 
eventually became part of the table equipment, the trencher was laid addition** 
ally for the individual cutting of food, to save the plates from becoming 
scarred with a multiplicity ot knife marks. During the fourteenth century, 
plate trenchers came into use and are consistently noted in domestic in¬ 
ventories for the next three centuries. Plate trenchers were square or slightly 
tccratigular, with a low rim in the forni of a wide inverted U. 

The platter was an early development of the trencher, with a shallow depres¬ 
sion for solid foods. When in mid-Elizabethan days the bouge was deepened, 
the newly fashionable table vessel was termed plate, after its protot)'pe in 
silver. The name platter lingered in the provinces, however, until the nine¬ 
teenth century. Doublers, which are mentioned so frequently in inventories 
from the fourtccntli to the seventeenth century, are plates with exceptionally 
deep depressions, rather deeper than Victorian soup plates. They are flac- 
bottomed, with wide, thickly beaded rims, slightly uprising. Doublers were 
used for serving the many semi-liquid foods of the period eaten with a spoon. 

Dessert plates, known until about 1820 as banqueting-disbcs and weighing 
less than one pound, appear to have been widely used. Iti large establishments 
the banquet was a course of sweetmeats, fruit, and svine served either as a 
separate meal or a continuation of die principal meal, but in the latter case 
usually in a diftcrent room. As late as 1800, Southey noted the drawing-room 
*as the common place for banqueting or of eating the dessert*. In the northern 
counties the repast was referred to as a * fruit banquet* and was accompanied 
by wine if a visitor were present. Venner in 1620 noted the prevalence of 
‘banquets between meals, when the stomach is empty*. 

Banqueting-dishes of pewter were about six inches in diameter and cast. A 
concave rim rising from a flat base terminated itt a scalloped edge and its inner 
surface was enriched with simple designs in low relief. The base might be 
either plain or decorated with punched work. After about 1600 a pair of thin 
ring*-handles might be soldered diametrically opposite to each other. In die 
second half of the century flat handles, or ears with surface decoration, were 
attached. Banquedng-dishes of the eiglitcenth century were shallower and 
usually resembled small waiters, but few appear to have been made in pew’ter. 

Spice plates of pewter arc noted frequendy in inventories, north and south 
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country alike, from early in the fourteenth century, their weight varying 
from lb. to ^ lb. Earl Derby’s excuses for 1391 record purchases of‘spyce- 
pbtes peunre’. Towards the end of the sixteenth century they arc ofren in¬ 
ventoried as ’spice treys’. The number in a household seldom exceeded four. 
No contemporary record of their shape in pewter has been noted, but such 
trays in silver were raised above the table on three small lect. 

Spice ar this period was defined as ’raisins, currants, plums, figs, and such 
like fruit’, and in 1S2S Marshall defined spices of that period as ‘swcemieats of 
any kind', and ‘the spice is served separately on a spice-plate’. These spices 
must not he confused with the pungent spices used for flavouring. These were 
usually cabled in a box, sometimes having several compartments and equipped 
with a small spoon. Such spices accompanied some wines until about a 
century ago. 

Saucers of pewTer were made in tens of thousands until die mid-eighteenth 
century, yet few are found in. collections. So much food had to be dried or 
salted to preserve it in days gone by, and strong flavours and scents were so 
customary, that sauces were essential to add piquancy. The Yeoman of the 
Saucery was an important official in a large establishment. The sauces were 
tabled in deep, rimless dishes about six inches in diameter, inventories showing 
weights to range from lb- to i lb. Bailey*s Dicthtiary of 1728 defined a 
saucer as 'a little Dish to hold sauce’. 

Dishes known as mazarines were fashionable for more than a century from 
1660. Andrew Man'cU in 1663 remarked: ‘What Ragousts had here been for 
you to have furnished the Mazarines on your table!’ Ragouts of the period 
consisted of diced meats stewed with vegetables and higlily seasoned. Kersey^s 
Dictionary of 1706 defines mazarines as ‘a kind of little Dishes to he set in die 
middle of a large Dish for the setting out of Ragoo or Fricassics’. In the same 
year the Northwick House bivcntory listed *2 new mazarines’ among the 
pewter. The large dish or charger on which the mazarines were placed was 
circular, wide-brimmed, and might be decorated with an enamelled or copper 
boss in the centre: this might be engraved with a coat of arms or crest. The 
outer edge might be sttcngthcncd with a single reed encircling punched 
decoration, small intersecting circles being frequent. Sometimes recorded as 
'treys', these chargers were also used to table the containers of hot confections, 
such as custard coffins. 

Heavy oval trays, inventoried as ‘pewter voiders treys' and as ‘voiders*, 
were used in large establishments for the reception of soiled dishes, left-overs. 
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and scraps taken from the table during a meal. Leyland in 1466 recorded that 
‘the Sewer [server] geveth a voyder to the Carver, and he doth voyde into it 
the Trenchers that lyeth under the knyve's poynt . . . and so cleanse th the 
table clean^. Sir William Faidfax’s pair of pewter voiders were valued at ten 
shillings in 1590, their weight being lb. each. In I739> R- described 
pewter voiders as being used to carry away greasy plates during a meal. By 
the end of the Georgian era the voider tray had become obsolete, being re¬ 
placed by a staved vessel hooped with brass and polished within and without. 

As the fashion for giving wedding-knives declined, it became customary 
during the Stuart and Hanoverian regimes for bride and bridegroom to receive 
a pair of marriage plates, in silver or pewter according to their station in 
life. Early pewter marriage plates might be decorated with hne engraving 
or wriggled work, the wide rims being inscribed with appropriate posies or 
mottoes, the flat centres displaying pictorial or figure scenes. Pairs of marriage 
plates appear to have been bought from the pewterer already decorated, for 
the initials of husband and wife, with the date of their marriage, were fre¬ 
quently added in a different liand from other inscriptions. 

‘Merry Man' plates were issued early in the reign of George lH. These are 
sets of six ordinary plates with triple-reeded edges, each bearing the same 
touch-mark :itid each inscribed on the flat with one from a series of numbered 
coiisecudvc sentences. Thus the complete set reads: *i. What is a Merry Man? ; 
‘a. Let him do what he can'; ‘3. To entertain his Guests’; *4. With wine and 
Merry jests’; ‘5. But if his wife does frown ; ‘6, All merriment goes down’. 
Such sets have become more common in recent years as half-dozens of old 
plates bearing matching touch-marks have been engraved, the deception 
being virtuafly impossible to detect. Suspicion might be aroused by the 
presence of the word ‘merrie'. 

The North wick House inventory of 1705 contains the following interesting 
entry: ‘2 pewter rings for a table, one pewter stand for a dish and plates*. 
The pewter rings have their counterparts in hall-marked silver, often known 
as potato rings, being spool-shaped, plain surfaced, and about nine inches in 
diameter by three inches in height. 

In addition to the personal mark, or ‘touch', that the Pewterers’ Company 
required to be struck upon all pewter, flatware might be engraved upon the 
rim with the owner’s arms, crest, or cypher, or inscribed beneath the rim 
with the owner’s name, and with the date when the pewter was bought. 
Unlike silver, there is no legal ban on the forging of old-timc touch-marks. 
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It should be remembered chat old shapes have been copied in an alloy made 
from the old formula for fme pewter. Early marks may be applied after a 
piece has left the factory, and it may be scratched, dented, and otherwise 
antiqued by burying or with adds. The writer has noted pewter in a galvan¬ 
izing shop to which it had been taken for suitable immersion in the ‘pickle*. 
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T he ancient office of Yeoman Bed Goer, in existence to this day, was 
no sinecure when both the safety and the comfort of the monarch 
depended upon it. It was required of him that he *tumbic up and down 
the King’s bed for the search thcreoP and to warm it with his own body. It 
might be tmusual to find, as did Henry iV’s Bed Goer in 1401, that the mattress 
had been filled with ‘braunches mad so scharp* that they might have hilled 
the King, but the liking for warmed sheets was not restricted to royalty. 
Until the end of the fourteenth century it was customary for a page or appren¬ 
tice to warm his master’s bed by lying in it until the latter was ready to 
redre. 

The earliest record of an effort to improve on this ancient custom is to be 
found in the Chromclc of Froissart (r337-i4io)» where reference is made to an 
old man’s bed being set alight wliile being warmed with hot aii. Through 
succeeding years, until early in the nineteenth century, it continued to be the 
custom to temper the chill of linen bed-sheets with a pan of hot embers; 
yet today many possessors of old warming-pans arc entirely ignorant of their 
proper function. Blazmg or smoking coals were never placed in the pan: 
charcoal or clear wood-embers fixim the fire supplied the heat. The metal 
pan might be wrapped in a piece of fabric to avoid the ever-present danger 
of scorching the sheets. A servant would open the bedclothes and insert the 
pan at the foot of the bed, then move it gently between the sheets until they 
were warmed. 

The earliest container for the embers was a covered metal pan set inside a 
cage of oak or iron; a design which continued until early Georgian days. 
Early ui the fifteenth century, however, a long handle, of wood, brass, or 
wrought iron, had been attached to the pan, and eventually the cage was 
dispensed with. By 1430 brass warming-pans were considered essential items 
in the equipment of noble households. 

The warming-pan used in the bed of Louis XI in 1481 was of brass. The 
first recorded owner of a silver wamiing-pan was Babou dc la Boudaisiire, 
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Treasurer of France. This was aboiic 1490, and thereafter all royal ’warming-' 
pans were of silver, their black ebony or wooden handles ‘grooved like a 
column’. The silver warming*-pan lid might be decorated eu suite with an 
accompanying rose-water ewer and basin. 

Warming-pans of silver were inanulactured in England from early in the 
sixteenth century, being used in royal and noble bed-chambers until the middle 
of George Ill’s reign. Few examples remain and contemporary references are 
sparse indeed. The Earl of Northampton’s warming-pan, weighed in 1614, 
contained seventy-one ounces of silver. An existing example made by Charles 
Petit in 1661 has a six-inch cast-silver socket into which is fitted a handle of 
ebony three fi^et long. One leaf of the hinge is attached to the upper side of 
the socket, the other to the interior of the hd. Tlic centre of the hd is engraved 
with a coat of arms in a shallow depression, the surrounding area being saw- 
cut into an elaborate openwork design. 

On New Year’s Day, 1669, Samuel Pepys was presented by Captain Beck- 
ford with ‘a noble silver warming-pan’. Among the Exchequer Papers are 
preserved the expenses of Nell Gwynn for the year 1674, in which reference is 
made to die cleaning and burnishing of a silver warming-pan. This very 
warming-pan sdll exists as one of the few remaining relies of this notable 
woman. The accounts of Haddon Hall for 1690 record a payment for a 
sixty-five-ounce silver warming-pan ‘and even more money for engraving 
the arms’. 

A silver warming-pan made in 1690 by T, tzod, of London, is in the collec¬ 
tion of Earl Beauchamp. It was made for Sarah Jennings, later Duchess of 
Marlborough, and is engraved with her crest. Of standard shape and size, tlie 
cover is divided into twelve sections, widi a raised rose centre, ail finely 
pierced. This elaborately worked lid is protected from injury by a stout cross 
of silver 'wire, clearing the cover by tlircc-eighths of an inch. The thick handle, 
of heavy hardwood, is turned with a deep spiral twist and black japanned. A 
finely pierced example made in London by Seth Lofthouse in 1715, and now in 
the collection of Her Majesty the Queen, belonged to Queen Caroline, wife 
of George 11, and was later in the possession of Queen Charlotte. 

Warming-pans of brass were probably made in England no earlier than 
about 1585, although considerable numbers were imported, for references to 
their use arc frerjnent throughout the Elizabethan period. The absence of 
home-produced brass ingots resulted in a large, unsatisfied market for finished 
brass goods such as kettles, cooking-pans, and warming-pans. Aware of this, 
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William Humfrcy, Assay Master of tlie Mint, applied for and obtained in 
1565 the sole privilege of introducing ‘battery works’ such as had long been 
operating successfully in Germany. 

By means of this mechanism, operated by water-wheels, ore could be 
crushed and ingots of brass beaten into plates with hammers of various 
weights, some as heavy as five hundred pounds. The battery process included 
also the use of small hammers suitable for raising hollow-ware, such as the 
ember containers of warming-pans. The manufacture of brass and the raising 
of brass hollow-ware became the monopoly of the Society of the Mineral 
and Batteiy'^ Works, who were empowered to impre^ workmen and horses. 
The Society erected battery plants, which were operating in the production of 
copper ingots and copper sheets by about 1570. 

English brass was not made in commercial quantities until 1588, six years 
after John Brode and his parmers at Isle\vorth in Middlesex were licensed by 
the Society to use the batter)' process in the production and manufacture of 
brass. A second works w'as established at Rotherhithe in 1396. Sir Jolm Pectus 
has recorded that early in the following century an extensive brass-works 
was also operating in Nottinghamshire, giving daily employment to eight 
thousand people. The brass monopoly continued until 1690, with a break 
during the Commonwealdt. During the entire period, the Society of the 
Mineral and Battery Works used every endeavour to restrict the import of 
competing material. 

The quality of English brass was poor throughout the monopoly period: 
brass-workers disliked its hard, scurvy nature, preferring the more costly 
foreign metal as being of more attractive colour and less expensive to work. 
Brass-making required great skill owing to inconsistency in the quality of the 
raw materiab. Until about 1725 English brass always had tlic reputation of 
being inferior to the foreign metal. 

Warming-pan lids were hand-raised &om thin brass sheets usually obtained 
from Holland; tlic heavy ember-pans were made from English brass by the 
battery process. Ingots of metal weighing about sevent)' pounds were ham¬ 
mered into sheets about one-eighth of an inch thick. These were cut into dues 
with shears operated by wrater-power. Four or five discs would be hammered 
together, and then, with the battery hammers, ‘raised up round into hollow 
shapes, as women make pics’. Pans labed by the battery method dispbyed 
hammer marks on the suriTacc. The great art in this process consisted in using 
hammers of the correct weight and regulating the heat of the plates before 
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carrying them co the swage. The beater might use as many as rtt'cnty different 
hammers in raising the ember container of a wannmg-pan. 

The hammer marks were later removed in the lathe; the ware, then kno^vn 
as ‘metal prepared’, was sold to domestic workers and small masters, who 
completed the finished article. Large numbers of brass-fmisliers were employed 
by the Socien' of the Mineral and Battery Works on a factory basis. The 
market for finished goods was mainly in London. Aldiough the battery 
process continued in use until as late as 1790, it was usual from about 
for brass and copper intended for the hollow-ware trade to be compressed mto 
sheets between cylindrical rollen. 

The growing Elizabethan custom of using warming-pans was clearly mani¬ 
fested in 15S2, when the Queen’s New Year gifts included a ‘small warming 
pan of golde, garnished "with small diamonds and rubies, with two ragged 
pcrles pendant’, from Lord and Lady Hunsdon. The extensive inventory of 
Sir Thomas Ramsey, a former Lord Mayor of London, reveals that in 1590 
his household possessed but one ‘warmingc panne’, valued at eleven shillings, 
but b the seventeenth century diey had become part of the normal equipment 
of every well-found household. The journal of the Reverend Silas More 
records that in i6sd he ‘bought a warming pan from Jolinson at the shop in 
Grace Church Street, Brasier, for seven shillings and six pence’. 

The Elizabethan brass warmmg-pan was provided with a handle of iron 
hand-wrought from the flat and incorporaring elaborate scrolls in its three- 
foot length. The intention of such a design may have been to keep the weighty 
pan from twisting in the hands while being carried to the bedchamber. 
Warmbg-pans of the James I period were slightly lighter m weight and con¬ 
sequently less expensive. Their plab, tapering handles of wrought iron a 
quarter of an mch thick varied from twent)'-seven to thirty behes long and 
terminated in loop finials for hanging from a hook when not b use. From 
about 1625 the handle might be of solid brass, termbatmg m a loose shackle 
of the same metal. The stem was decorated at both ends and b the centre 
with turned baluster and knop ornamentation. 

During the second lialf of the sevcmecntli century, handles of brass continued 
to be popular, but there was also considerable use of a handle design consistbg 
of two fifteen-inch lengths of square or round iron fitted into three cast brass 
mountings of baluster and knop formation. The finial was fitted with a 
brass shackle. 

After the Restoration, English warmmg-pam might be given handles of 
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oak or other hardwood £iuc]y carved with flutes and tenuinating in large 
decorative knobs. At first such handles were finis hed merely with polishing; 
towards the end of the century' it became customary to cut the cost by making 
handles of cheaper but more perishable woods disguised with black Japan. 
Few genuine brass warming-pans of this period with wood handles are known: 
reproductions are numerous. 

In die wrought-iron handle design die end of the handle was expanded into 
a flat shoulder about two inches wide. The flat ring of iron about tIu:eeH.]uarters 
of an inch wide which supported the ember pan was finished with a projecting 
tongue of metal so that it could be welded to the handle shoulder. Upon this 
ring rested the w'ide rim of the deep, vertical-sided ember pan, w'hich was 
firmly attached to it by four to seven brass, copper, or iron rivets. One leaf of 
a five-Joiiited brass hinge was riveted to the fiat shoulder of the handle, the 
other leaf to the interior of the warming-pan lid. In a similar way the pan end 
of the brass or brass-mounted handle was shaped into a wide, flat-sliouldcrcd 
section about three-quarters of an inch thick. This was channelled on the upper 
side to contain the flat tongue of the ember pan-ring, wliich was attached by 
means ot tw'O thick rivets. Over die tongue, and fixed with three tliinner 
rivets, lay the leaf of a five-jointed hinge made of battery brass. The other 
leaf of the liingc was riveted to the underside of the lid. 

Straight, almost vertical sides were standard for the ember pan of brass 
warming-pans undl about 1720. The pan was approximately three and a half 
inches deep and eight and a half inches in diameter, W'ith die addition of the 
flat one-inch rim already mentioned, which contained the rivets securing the 
pan to the iron ring. In later examples die outer edge of this rim might be 
bent downwards to conceal the iron ring. Tool-marks resulting from smooth¬ 
ing and polishing die metal in a lathe are sometimes visible on ember pans. 
Very frequently, however, generations of nightly heating and hard wear have 
oxidfred both exterior and interior surfaces of the metal, which has scaled 
and obliterated such marks. The furrows made by these early tools are less 
regularly spaced than those found on similar warming-pans recently made 
with intent to deceive collectors. 

Thinner, softer brass of finer colour, imported from the Continent, was 
used for the lid of the brass wamiing-pan. The Ud was about a foot in diameter, 
hinged to the handle, and swinging loosely over the ember pan. The rim of the 
lid was strengthened by folding the brass over a circle of iron wire. Lids were 
beaten to a concave form on a pitch block with wooden mallets of variously 


152 MORE ABOUT COLLECTING ANTIQUES 

shaped faces, and were deeply concave during the second half of die seven¬ 
teenth century. Feamres in slight relief—an animal, perhaps, or the shield of a 
coat of arms—which might ornament the convex snrface of the lid, were 
raised at the same time. 

Punched decorations enlivened the lids of some brass warming-pans and 
are often erroneously referred to as engraving. These were produced mainly 
with a series of point, circle, and line punches, used in combinations enabling 
any number of simple patterns to be designed. Careful comparison ot these 
punch-marks on existing early Stuart warming-pans shows that there was 
little variation in die pimches used. 

Stock designs for which repeats would be ret]aired w'cre dratvn on parch¬ 
ment and the outlines picked out in closely spaced pin-holes. The parchment 
was laid upon the convex surface of the unpolished lid and sprinkled with fine 
chalk, which was rubbed through the pinholes, leaving an outline pattern to 
guide the brazier’s hammer and punches. 

Throughout the seventeenth century the brass warmbg-pan lid might be 
ornamented witli a centrally placed coat of arms enrirded by a ring of regu¬ 
larly spaced holes one-eighth of an inch or three-sixteenths of an inch in 
diameter and about a quarter of an inch apart. The remaining lid space con¬ 
tained a motto enclosed within a double ring of small circles and semi-circles- 
Sometimes a second circle of drilled holes surrounded the entire design. 

Royal heraldry was always popular, and warming-pans so decorated were 
frequently inscribed with the date. Examples are known dated 1604 and 1614. 
A warming-pan from Goodrich Court now in the British Museum is inscribed 
with the legend God Save Ovr King I antes 162a. A siniilar example in the 
Royal Albert Memorial Museum, Exeter, is dated 1622. The lion and unicorn 
supporters were included in the design until the bst few months of James I s 
reign, but were omitted in such work from L624 and tliroughout the reign 
of Charles I. A rare example of a James 1 Hd with the coat of arms lacking 
supporters is illustrated in Plate 72. 

Other warming-pans were patterned with a coronet and the Prince of 
Wales’s Feathers placed between the flags of England and Scotland and en¬ 
circled by the motto Gt>d Sat'C Ovr Prince Charles and the date. Cronrweliian 
warming-pans might be decorated with the arms of die Commonwealth 
copied from the coinage, and die motto englands ► state • armes. With 
the Restoration the supporters were reinstated on royal coats of arms, motto 
and dating continuing as before. Warming-pans of the Charles U period might 
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be omatiiciited with the famous Boscobcl oak, its branches supporting the 
three crowns of Engbtid, Scotland, and Ireland, with the motto the*royall* 

OAKE. 

Many scvcnteenth-ccntiiry warming-pans were decorated to the order of 
purchasers, such as those bearing die arms of noblemen in whose establish- 
nictics tlicy were used. The Victoria and Albert Museum has an example 
bearing the amis of Dcvercux—a coroneted stag collared and chained—with 
the date HS30 and the words THE - earle ■ of ■ esex ■ his ■ armes. The body 
of the stag, its head, and the ground upon which it stands are raised from the 
underside of the lid. Other pans were made and decorated for the Livery 
Companies, such as the London Museum example bearing the arms of the 
Clothworkers’ Company and inscribed my ■ trust ■ in ■ god - alone. 
Portraits of celebrities, with appropriate mottoes, enhanced brass warming- 
pans from about 1630, no cools other tlian the brazier’s punches being 
used. Notable churchmen, politicians, and generals associated with the Civil 
War were commemorated in this way. In the British Museum is a brass 
warnimg-pan bearing a figure of the Charles I period ca.rrying a sabre and 
target, inscribed who • BVRND *YE'NO&ODIE* 1635. Other examples liave 
been recorded in which the inscription read who < bvrned < the • bede * 
NOBODiE— indication enough of the damage many a bed must have suffered 
through the servants’ careless manipulation of the warming-pan. Texts, moral 
precepts, and crudely rhymed mottoes were inscribed on. many brass w'amiing- 
pans, as on odier contemporary household goods. The Welsh Leinte Tossed in 
a Blanket, dated 1691, has a reference to the fret that four garters, bellows 
and warming pans wore godly mottos’. 

A number of brass-workers from Holland followed closely in the wake of 
Charles II in 1660 and established themselves in London, bringing with them 
technical and artistic improvements throughout the brass trade. Warming- 
pan lids became more deeply concave than formerly, and might now be 
elaborately pierced with frct-cuc designs. 

Typical of tlic fine wamiing-pan lids m the Continental mamicr favoured 
by those who could not afford the luxury of silver is the example illustrated 
in Plate 74, This pictures a woman with a frn and a man carrying a staff. 
Between diem, rising from a vase, are conventional carnations, tulips, and 
roses; beneath strut a pair of peacocks. Less elaborate lids might be fret-cut 
with designs of flowers and scrolling leaves emerging from classical vases. 
No copper warmmg-pan of English manufacture has been discovered 
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which could reasonably be placed within the seventeenth century. The earliest 
record of sucli a pan in Europe has been found in the 1690 inventory ot H ctiri 
of Bethune, Archbishop of Bordeaux. The monopoly of the Society of the 
Mineral and Battciy Works came to an end in 1689, when an Act of Parlia¬ 
ment made it possible for anyone to work the copper deposits of Great 
Britain. The immediate result was the disclosure of fresh sources of the me cal 
in several parts of the countr)'. A few months later John Duckett and Gabriel 
Wayne invented a furnace with which a purer copper could be produced at 
less cost than the former quality. By 1697 tlie yearly output had reached 160 
tons, which sold at one s hillin g and seven pence a pound. Tins softer metal 
extended considerably the scope for battery goods, and by 1720 the output 
exceeded Soo tons a year. 

George Moor in 1725 patented a ‘new method of refining copper by air 
and blast ’with proper furnaces and sea coals, w'hcreby the copper is purified 
and refined at one operation, with less charge for fire and loss of copper*. 
This copper %vas of good colour, soft, and easy to roll. The weight of metal 
used in boUow-warc could be reduced and labour lessened. This resulted in 
the modification of ’warming-pan design and extension of the market. The 
ember pan, still straight-sided, was made of copper only onc-sixteenth of an 
inch thick, and the new lid resembled a beefeater's hat with a short sloping 
rim fitting snugly over the beaded rbi of the ember pan. It had been dis¬ 
covered, rather belatedly, that ill-ficdng pierced lids wasted heat. Warming- 
pans made to the new design were less difficult to manipulate, kept warm 
much longer, and,WTapped in fabric, could remain in the beds until the arrival 
of the occupants. Lids were cither free of ornament or somewhat sparsely 
engraved, brass rings being fitted to facilitate opening. Hinges w'crc narrow 
and often threc-jointed, one leaf being riveted inside the ember pan, the other 
to the interior of the cover. Brazed or riveted to the ember pan was a strong, 
tapering socket of cast brass into which was fitted a polished handle of wood, 
usually oi beech or ash. 

From 1770 warming-pans were stamped, a process patented b the previous 
year by Richard Ford, of Birmingliam. For the first rime a press and die were 
used to force sheet-copper bto the required shapes for making wannmg- 
pans, saucepans, basins, plate covers, and ladles. In this design the lid fitt^ 
loosely into the ember pan, and both became considerably shallower than 
formerly. Curves were now introduced for the first time into their design. 
From about 1780 it became more usual for the wooden handles to be black- 
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Japanned, These copper warming-pans were about one-third the weight of 
brass examples made in the seventeenth centur)'. 

The Earl of Carlisle’s household papers show that a copper warming-pan 
cost 14s, in 1741,12s. in 1761, lOs. in 1773. and 9s. in 1778- In 17S1, when the 
stamping-press had become established, the earl paid 3s. rod. for a strong 
copper warming-pan. 

Pewter warming-pans in which boiling water replaced charcoal were evolved 
in about 1770. By 1780 the wood handle might be made to unscrew from its 
socket, enabling the pan to remain in the bed all night if required. Soon the 
pan was being 6tted with a short fixed handle to facilitate carrying. The hot- 
water warming-pan gradually superseded the charcoal-heated variety and by 
1800 few of the latter were being sold. Sir Edward Thomasons diary for 
1807 records that one Birmingham manufacturer consigned to Buenos Aires 
*300 warming-pans which he cotdd not sell at home, to a country where 
everj'onc called out for ice rather than heat. The consignee, not being able to 
get one purchaser, was driven to begin to repack, when, accidentally, a sugar- 
maker noticed them, and, imagining that they were an imported ladle for 
lifting the sugar cane juice from the boiler, lie bought the whole, realizing a 
large profit on the consignment.’ 

The warming-pan had a subsidiary use. In 1660 it was already ‘fashionable 
to tinckle after bees with a warming-pan to let your neighbours know you 
have a swarm in the air’, a custom which contmued well into the Victorian era. 


XVI 


Domestic Candlesticks of Brass 


T he glowing cones of andque brass candicsricks, chcir indescribable 
colour-range of orange, brown, lemon, madder, and boncy, cacching 
die light and returning reflections, capture the hearts of all who 
collect them. The innumerable twendcdi-centtiry reproductions, displaying 
spurious signs of wear, may be recognized by the collector aware that brass 
candlesticlu can be divided into five well-defined groups: 

(i) Cast and turned to about 1700. 

{2) Hammered to about 1700, 

(3) SinglcHcore cast, 1690 to J780. 

(4) Bivalve cast, 1780 to 1S50. 

(j) Single castings, from i860. 

In addition, progressive improvements b the metal itself arc to be noted. 

Brass was not made m England before 1 j88 and then for more than a century 
only m limited quantity, the majority of ingots bebg imported from Holland 
and Germany as formerly. Methods of manufacture and materials were those 
used by the Romans 1500 years earlier. The basic formula for English brass 
was 40 lb. copper and 60 lb, calambc, bodi mined m Cornwall. This quantity 
produced 50 lb. of brass. Calamine is a zme sUicatc which, when heated wnth 
copper, produces globules of brass. The copper was granulated by pourmg it 
bto water and the sifted calamine improved with the addition of fine charcoal. 
A little alum and salt were addled. Because of variations in the quality'' of the 
mmerals, early brass could not be standardized, aldtough, soon after 1650, 
brassmakers endeavoured to overcome this deficiency by rc-mcldng the bgots 
and addbg copper or calamine as required. 

Candlesticks known to have been cast from this early English brass show 
the metal to be highly vascular, a condition brought about by the impossi¬ 
bility of raismg furnace temperature high enough to expel all gases from the 
calambc. As melted copper absorbs gases, large quantities of bubbles neccs^ 
sarily remabed in the metal, resultbg in a spongy castmg, the turned surfrcc 
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of wluch was marred with slight pitting. Brass plates also displayed this 
feature. 

Early domestic candlesricks were usually of wrought iron, the design con¬ 
sisting of a tripod base supporting a pricket or spike, a dished Hange being 
fitted below to catch the grease \vhich dripped fiecly from tlic candles of the 
period. Brass does not appear to have been used for domestic candlesticks 
until the fourteenth century, when the candle-socket was introduced. The 
socket, which did not come into general use until the beginning of the six¬ 
teenth century, was at first used only in association with tallow candles, 
expensive wax being confined to pricket candlesticks of precious metal burned 
in ecclesiastical houses and homes of tlie wealthy. Until bullocks' tallow began 
to be inipK>rted extensively from Russia late in the Elizabethan period, fat 
from die domestic kitchen was used for candle-making. Tallow candles, from 
about 1600, were made from a mixture of sheep's and Russian bullocks’ tallow 
in equal parts, and wicks were now spun from pure cotton and improvements 
made in spinning and twisdng. Domestic candles were formerly very wasteful, 
a great deal of grease being lost by flickering and cracking. As the quality of 
candles improved so the need for drip-pans on candlestick stems declined, the 
high quality of English candles making this country’s candlesticks considerably 
ahead of Continental design in this respect. 

Until the reign of William and Mary, brass candlesticks were either ham¬ 
mered from sheets of brass or built from sections cast roughly to shape from 
plain moulds and then turned in the ladle. In some instances hammered work 
and castings were combined in a single candlestick. The stem was made inde¬ 
pendently from the foot, to which it was fixed by a projecting tenon on the 
end. This hammered flat beneath die foot: sometimes a screw was used. 
A great deal of laborious tunung was required on such candlesticks, and until 
about 1700 their makers were known as ’candlestick turners and tinkers'. 

The base of the fourteenth-centurv brass candlesticks was a wide, flat disc 
supported by three short, outward-spreading feet. Rising from the base was a 
tall, straight stem, terniinadng m an open socket having a distinct downward 
taper; a short wing might projea from each side. By the beginning of the 
fifteenth century the three feet were replaced by a shallow, outward-spreading 
foot-ring rising a little above the flat disc to form a drip-pan. A narrow knife- 
edge knop turned in a central position on the stern constituted the first step 
towards elaboration. This pattern, r)*pically English and with various stem 
modifications, continued until the eighteenth century. 
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Early in tlic iiitccnth century the fashionable domestic candlestick in brass 
followed the Flemish style. This stood upon a high, circular foot resembling 
a truncated cone or inverted mortar^ with a deep, luouldcd ring encircling 
the platform to form a drip-pan. Directly to this was attached a short cylin¬ 
drical stem. This was soon lengthened and decoration added in the form ol, at 
first, one, then a series of three, four, or five matching and equidistant knife- 
edge knops. Instead of being attached directly to the platform of the foot, it 
rose from a liigh cone fixed to the centre of the drip-pan. The socket was no 
longer open, but an oblong aperture might almost encircle its lower half, a 
feature found as late as 1550. It was still tapered, but less than formerly. 

Candlesticks of brass or lateen arc consistently noted in inventories through¬ 
out the sixteenth century: large numbers appear in the 1547 inventory of 
Henry Vlll. Unfortunately, shape and sire are seldom indicated, although 
‘Flatider candlesticks’ at about one sliilling each arc frequently mentioned. 
The 1556 inventor)' of William Knyvett of Thomtonbriggs refers to ‘2 great 
lattynge candlesticks, 5s,’ Metal at that rime was worth about sevenpence a 
pound, indicating that ‘great’ candlesticks were those weighing about four 
pounds and over, Jolm WyclilFe’s inventory of 1362 values ‘ij flow'cr’d candcl- 
sty'kes and direc held candelsty'kcs’ at five shillings. Many candlesticks weighed 
less than one pound, and these, usually noted in numbers around one dozen, 
were probably of hammered brass. 

Several new patterns in brass candlestick design %vcre developed during the 
sixteenth century, including the bell-shaped foot and the purely spool shape. 
Botli were made in dozens of variations, tall and short, of large and small 
diameter. Stem mouldings became more decorative, baluster forms with 
knops being fashionable throughout the Elizabethan period. Sockets became 
fully developed and some were made without apertures; others had vertical 
slots extending almost the entire length, and examples arc known with two 
apertures on each side—a vertical slot below a small circular perforation. 
These might be joined, forming a cusped opening. 

There was a short vogue during the early part of the sixteenth century for a 
pattern which became extremely popular during the first lialf of the following 
centur)'. In this the lower stem and foot formed a trumpet supporting a saucer- 
shaped drip-pan of the same diameter as the foot-rim. From this pan rose a 
short stem of smaller diameter than the lower section and supporting a socket- 

Another early sixteemh-cetitury brass candlestick stood on a foot composed 
of two saucers of equal diameter, one placed on the inverted base of the ocher 
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and forming a deep drip-pan. In this pattern the socket, longer than usual 
and open at the base, was set on a ring brazed to the centre of the drip-pan. 
Sockets on rings date from the fifteenth century, and were also used on stems 
modelled in the form of human figures, among wliich a knight in armour 
was frequent, the socket being held by the uplifted head. 

The most popular of Elizabctlian brass candlesticks stood upon a highly 
domed circular foot with a spirally flitted or horizontally corrugated stem. 
This design was fitted svith a flat drip-pan decorated on the upper surface with 
floral ornament in repousse. This was placed immediately above the dome. 
Such candlesticks were known as ‘flowered’. 

Throughout the seventeenth century there was a tendency to reduce the 
area of the drip-pan because finer quality callow candles were becoming in¬ 
creasingly available. Separation of the drip-pan from the foot now became a 
permanent feature and the pan was set high above a trumpet-shaped foot, a 
feature revived from early in the previous century. The stem might be plain 
or horizontally corrugated and might have a cushion knop. 

The middle of the seventeenth century saw the passing of the mimpcE foot, 
the cylindrical stem continuing below the drip-pan to a low, wide, slightly 
concave circular foot. By i66o the neck-ring encircling the stem immediately 
beneath the socket had become a higMy raised knop decorating the upper 
stem. The brass candlestick of the second half of the century usually liad a 
circular domed foot supporting a stem composed of a baluster, wdiich might 
be inverted, and a wide variety of knops. By 1690 die drip-pan had been 
abandoned, its function being taken by a socket-rim expanded into a saucer- 
shaped nozzle. The oblong aperture in tlie socket of the English-made candle¬ 
stick gave way early in the seventeenth century to a small circular hole, about 
the size of a pea, drilled in the centre or upper half of the socket. By the end 
of the centur)'^ no aperture was considered necessary. 

Brass candlesticks of the third group began to be made in about 1690 and 
continued for almost a century. Improvements in die casting process fitcilitated 
manufacture and required less metal tlian formerly. Brass so far had not been 
malleable: hence the necessity for solid metal in the construction of domestic 
candlesticks of the first period. It was now strengthened by adding 7 lb- of 
lead to each 112 lb. of brass, making it softer, more pliable, and rather yellow. 
To the French this alloy became known as ‘yellow copper’. This improved 
brass was still made from copper and calamine, and from about 170a greater 
furtuicc heat was possible ow'ing to the introduction of a more efficient 
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draught. The metal now contained far fewer gas bubbles than formerly, but 
even so the finished candlesticks dbpbycd surface flaws. Stem and socket were 
now cast in separate halves and brazed together, IcasTHg the centre hollow. 
This made it possible to fit a stout pin witli a flat disc on each end into die 
stem, its length being such that pressure applied to the disc beneath the foot 
forced the rod upward into die socket, ejecting the candlc^nd. 

So far brass-candlestick designs had been little affected by those of the silver¬ 
smith, chiefly owing to difFcrcnces in the methods of manipulating the metals. 
The brass-candlcstick-makcrs had followed the basic designs fashionable in 
Western Europe, pardcularly those of Holland. During the reign of William 
and Mary, candlesticks of cast brass for the first rime began to follow die 
characteristic foniis of the more precious metal. 

Early candlesticks cast by the improved method had rectangular feet and 
baluster stems. Octagonal, hexagonal, and liighly domed circular feet were 
made throughout die reign of Queen Amie, usually with a central rise sup- 
portuig a stem generaUy of baluster fonii. There was also a long series in 
which the inverted acorn was included, a feature of brass candlestick stems 
until about 1750. The acorn became more and more elongated until it reached 
an inverted vase shape. Very rarely indeed Queen Anne candlesticks might 
have the foot and socket-base encircled with gadrooning. Characteristic of 
sockets at diis time was high cushion-moulding encircling the lower rim. At 
this time hollow' cylindrical stems w'cre first made in cast brass, a slot in the 
stem being fitted with an adjustable slide by which the candlc-cnd could be 
ejected. Earlier, these had been made in hammered brass. 

During the reign of George I, the octagonal foot might support a slender, 
octagond stem, cast sohd and faceted. During the 1720s, the octagonal foot 
might have alternate angles of the octagon recessed, forming a s<juarc with 
‘hollow angles'. A variant made during the 1730s liad tiie sides of the square 
convex. 

Brass candlesticks w'ith lobed feet date from about 1740, at first with four 
lobes, then with six. During the first twenty years, the lobes were made to 
appear more prominent by grooving the foot surface and shaping its edge. 
Between 1760 and 1780 scalloped feet were fashionable. Throughout this 
period large numbers of common kitchen candlesticks were made with a 
single-knoppcd cylindrical stcni on a low, domed foot. Chamber candlesticks 
of hammered brass were also made. 

The 1770s saw the introduction of a fourth group of brass candlesticks, 
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Tliis resulted from the application of the bivalve process to ordina^" COtc- 
casting. By this method stem and socket were produced in a single piece, the 
foot being cast separately and attached. The appearance of the metal \vas also 
improved. In 1780 James Emerson, having been granted a patent for making 
brass tirom copper and zinc, established works at Henhain, near Bristol, The 
brass for fine candlesticks was composed of two parts copper to one part zinc, 
Emerson's brass was dracribed at the time as being more malleable, more 
beautiful, and of a colour more resembling gold tlian brass made with cala- 
tniiie’. Ingots were at once in great demand by the candlestick-makers of 
Birmingham. Mouldings on candlesticks cast from the new brara were more 
dear-cut than was possible with calamine brass and the sur&cc was rarely 

disfigured by pitting. i l u • 

The brass candlestick was now tinged a beautiful golden colour by being 
heated until slightly red and laid to pickle in diluted spirit of vitrioL .^ter 
being washed to remove all dirt and scale, the candlestick, held in a pair of 
nippers, was imincrsed for a moment in atjua-fortis. The candlestick was tlicn 
burnished with a bloodstone and finally lacquered. The demand for brass 
candlesticks became tremendous, wliile price was rather lower than formerly. 

Brass-founders specializing in the ^ting, finishing, and polishing of c^dlc- 
sticks established themselves in most industrial centres. Specialization in ^e 
brass-founding industry took place because of the large number of expensive 
patterns needed by a general brass-founder to produce a full range of brass- 
ware. The brass-candlcstick-makcr employing a pattern-maker, two moulders, 
and several brass-workers, could start operations with very small capital. 

Brass-candlestick design at the beginning of the third period continued the 
square-footed pattern fiishionable from lydo. At first the square foot was fiat 
with a plain edge^ moulded edges date from about 1765 and the rare gadrooned 
edges a little later. Stems varied bctw'ccn the plain, attenuated baluster, rising 
from one or two knops, and the column. The latter, plain or fluted in the 
architectural manner and complete with capital, usually rose from the flat 
platform of a stepped foot. On these forms, when made before about 1780, an 
almost invisible line of brazing is to be detected down each side of stem and 
socket. Such joints have not been noted in candlesticks made from Emerson’s 
brass. 

The stem in the form of an elongated inverted cone, round or square in 
section, and generally fluted, rising from a liigh pyramid foot, was fashionable 
in brass firom about 1780 and was alw.^ys made from a single-core casting. 
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The toot-rim of an early specimen w as encircled by an incised line or single 
cavcEto moulding. Gadrooning occasionally decorated the upper surface of 
the foot and encircled the base of die socket, wliicli was now made vase¬ 
shaped widi an expanded rim forming a nozzle. The most common form of 
eighteenth-century candlestick found today is the call inverted cone on a 
highly domed circular foot made between 1780 and the end of the century. 
This stem pattern appears to have been continued by some long-estabhshed 
brass-tounders until the middle of the nineteenth century. 

Seems displaying as their main feature a substantial vase-shaped ornament in 
association with numerous knops appeared in brass from about 1780, and by 
the end of the century showed a tendency towards over-ebboration. The 
wide, circular foot of this design rose in a series of low, moulded curves into a 
dome of medium height. The telescopic candlestick had a considerable vogue 
from about 1800 until the middle of die century. This consisted of a trumpet- 
shaped foot rising as a lower stem, into which slid the upper stem supporting 
a vertical-sided socket, its tim expanded into a nozzle. 

Tills third period of brass-candlestick manufacture was also responsible for 
designs resembling those of the second period. By the end of the century, 
when die pubUc was spending less money, some candlestick-makers cut costs 
in every possible way, with the result that poorly finished commercial mon¬ 
strosities were developed in the less costly calamine braa. Candlesticks with 
oval and oblong feet were now made, often in assodarion with well-designed 
baluster and knop stems. 

Candlesticks of a fifth group are those with socket, stem, and foot made 
in a single casting. These date from about i860, when the use of zinc or spelter 
in brass had become general. 

Brass candlesticks w^ere seldom enriched with incised onvament, but examples 
of the first period are known decorated with roughly incised patterns on the 
foot and socket. The fiat-sided stem of the late second period was sometimes 
efficiently engraved, a matching design being continued on the foot. During 
both periods, inscriptions, usually of a religious or patriotic nature, might en¬ 
circle the surface of the base. Metal of the third period was so much softer tlian 
formerly that incised ornament was seldom attempted until the middle of the 
nineteenth century. 
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Rusli Ugh t-liolders 


T hat ‘small blinking taper made of rush’, as Doctor Johnson defined 
the rushlight, has assumed a remarkable importance in modem con¬ 
ceptions of primitive cottage life. Rushlight-holders have long been a 
delight to collectors of peasant equipment such as they can seldom have 
proved to their original possessors, and recent reproductions aboimd. It may 
be advisable, therefore, to stress at once that rushlights apparently had no 
place in English homes until tlie middle of the seventeentli century, that their 
bleak little glimmer becanie imponanc in cottages and servants' quarters only 
when laws and raxes to protect the candle trade prevented the home manu¬ 
facture of more adequate lights, and that their continued use into the late 
nineteenth century created a demand for rushlight-holders more recent than 
is realized by those who regard these attractively fimaional bygones wholly 
as picturesque antiques. 

Rushlights find no place in the voluminous and carefully kept HofisehoU 
Books (1612-40) of Lord William Howard, although payments for ‘candeQ 
rushes vj'^’ were frequent. Rushlights appear to have been little known until 
the Commonwealth period, and to have become popular in the southern 
counties only during the second half of the seventeenth century. Aubrey in 
1673 noted that ‘the people of Ockley in Surrey draw peeled rushes through 
melted grease, which yields a sufficient liglit for ordinary use, is very cheap 
and tisefiil, and bums long*. 

The use of rushlights became more widespread following the imposition of 
the 1709 candle tax. The Act made it illegal to buy candles otherwise than 
from a public shop, fair, or market. Candles could be made for home use 
only after one had secured a permit, renewable annually and costing one 
shilling per head of the family. This tax did not apply to ‘rushlights made at 
home and passed only once tlirough grease or kitchen stuff and not at all 
through any talJow melted or refined'. The candle-making industry was 
further protected by the proliibition of oil-burning lamps for domestic vise; 
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only those burning tlsh-oil were permitted. This tax on light was not repealed 
until i£i3i. 

Gilbert White, writing to the Hon. Daincs Barrington in 1775, recorded 
that five and a half hours of rushfight cost one farthing and that *their average 
burning life is half an hour . . . a pound of common grease may be procured 
for fourpcncc, and about six pounds of grease will dip a pound of rushes, and 
one pound of rushes may be bought for one shilling, so that one pound of 
rushes, medicated and ready for use will cost three shillings. , . , In a pound 
of dry rushes (peeled), which I caused to be weighed and numbered, we found 
upwards of one thousand six hundred individuals.’ 

The foundation of the rushlight is the common soft rush (Junfus e£ustts), 
found in moist pastures, on lake-sides, and along the banks of slow-flow'ing 
streams. Its thin, tough outer covering encloses a very light, porous pith. Such 
rushes arc at their best for rushlights and candle-wicks in the early autumn, 
when they were cut with a reaping-hook and tied into small bundles. Then, 
according to Gilbert White, ‘they must be flung into water and kept there, 
for otherwise they will dry and shrink, and the peel will not run’. 

Later, almost the entire peel was removed; the tip of the rush was cut off, 
and the <kin peeled dosvmvard from point to base. A narrow rib of skin left 
in position supplied the pith with necessary support and strength. On special- 
purpose rushlights a second strip of skin was left diametrically opposite to the 
first. This made such rushes bum more slowdy, although with less light; 
Gilbert White called them ‘watch lights’ and commented that ‘they give a 
dismal light’. Rush-peeling was a specialised occupation; as late as 18B5 the 
Ceiism Instnictioits Index listed ‘Rush Peelers for Rushlights’. The prepared 
rushes were later laid out on a drying-ground to take the dew for several 
nights, after which they were bleached and dried In the sun. 

The grease, to which a little beeswax or mutton fat might be added to 
stiffen Ac ruslics and make them bum longer with less smoke, was melted in 
a grisset, or rush-boat. This was made of heavy iron, capable of retaining the 
heat and keeping Ae grease liquid for a considerable time. It was pointed at 
each end and shaped like a canoe, about ten inches long, wiA Arce short feet, 
and a long handle projecting from the side. 

The dried rush-pichs were drawn slowly one by one through the melted 
grease so that it soaked mto them. As they were withdrawTi the grease soliA- 
fied. The process of passing through the grease might be repeated and Ac 
finished rushlights were placed to dry on a sheet of bark. Rushlights varied 
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from twelve to thirty inches in length, each absorbing twenty times its own 
weight in grease. 

A link between the rushlight proper and the taJlow candle with a cotton 
wick was the rush candle. This had a core of pith with two ribs of peel extend¬ 
ing beyond it, by which it could be hung from the candlendipping frame. 
Milton, in Cotmis (1634), refers to the light of a rush candle &om the wicker 
hole of some clay habitation’. Their feeble illuminatioa was less than tliat 
obtained from a cottoii-wich dip, and a writer in. BnVisA Apollo ex¬ 

pressed wonder that ‘a Rush Candle should bum longer than a Gotten one'. 
Such candles were used in the sockets sometimes found incorporated in rush¬ 
light-holders. 

Rushlights were seldom used in tlie northern counties and Scotland, where 
slips of split fir-wood were preferred. The best fir for the purpose was obtained 
from bogs and morasses. New fir was fortified by being dipped in melted 
resin. The w'ork of splitting the fir-wood was supposed to equal payment in 
cash for bed and breakfast. These splits were highly resinous, and binned 
with good light. They were stored in a fir-cradle kept near the fire, dry and 
ready for use. 

Rushlights were too slender to stand unsupported in candle-sockets, and 
their use prompted die design of an iron startd consisting of a pair of nippers 
kept tightly closed by either a weighted lever or a spring. The correa position 
for the burning rushlight in the nippers was slanting slightly upwards from 
the clip, but more horizontal than vertical. Any surplus melting grease tlicn 
tended to trickle down die rush, where it would be consumed or caught at the 
nipper without falling off, A rush measuring about one foot would be held at 
the extreme end; a longer one would be nipped near the middle and moved 
forward as die dame neared the holder. 

Ruslilight-holders were in the main of wrought icon, usually roughly 
finished by blacksmiths anxious to make these humble appliances in the 
shortest possible time. Each smith tended to follow a pattern favoured locally, 
but varying each example sliglitly according to the material that chanced to be 
available in his forge. 

Table rusliHgbt-holdeis were in the great majority. Until the eightc^tli 
century such a holder consisted of a vertical stem rising from a spike driven 
into a heavy block of oak and terminating in a tapering pincecs-Hke clip. The 
upper end of the stem was flattened, and immediately below this swung a 
movable arm, one end flattened to matcli the stem, the other and longer end 
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conrinuing in a U^shapcd cun'c to end in a counterweight, often in the form 
of a candlc-sockct. This weight was sufheient to close the nippers firmly and 
thus grip the rushlight in the required position. Occasionally, during the 
eighteenth century, the jaw's might be held closed by a strong spring. 

Iron was expensive in the seventeenth century, and the feet of rushlight- 
holders consisted first of heavy cubes of undecorated oak. Then canre the 
plainly turned cylinder, foUowed by the cone or inverted flower-pot fonn 
witli slight ornamental turning such as grooving. As iron becanic less e.xpcn- 
sive early in the eighteenth century', the rushlight-holder might rise from a 
foot composed entirely of wrought iron. The early iron foot, continuing 
throughout the period, was a plain tripod, and the tips of the spreading legs 
were bent to form flat feet. 

Furniture in the homes of the peasantry became less crude in tlie eightccndi 
century, w'hich enabled a four-legged rush-holder to be used without danger 
of falling. Two pieces of flat iron rod, broadened at each end, W'crc w'eldcd 
to the foot of the stem in the form of a cross, and then gracefully shaped into 
a high dome or into double curves. Extra weight aright be given by welding 
an iron ring or square to the feet. Low domes of case iron four inches or more 
in diameter were sometimes used as feet in the late eighteenth century, the 
stem being screwed or riveted into position. 

Numerous variants are found of these basic types of table rushlight-holders. 
The stem might be given a spiral twist to ensure a safe grip when carried. 
Chamfering and incised lines belong to the btc eighteenth century' and after¬ 
wards. The counterweight might take the form of a long cylindrical knob or 
be curled into a decorative scroll. A candle-socket might be made separately 
from iron hammered into cylinder shape and welded ot riveted to the arm, 
but more usually a narrow, funnel-shaped socket was drawn from the metal 
of the arm itself. Another popular socket was fonned of a spiral of thick iron 
wire, square in section: the candle was moved up and down by a bar running 
within the spiral. The ends of the clip that held the light were usually plain 
and straight; towards the end of the eighteenth century trifid ends became 
general in better-quality examples. Somettmes the clip was widened and 
each member shaped centrally so that a candle might be placed there if 
desired. 

Cast iron was used for table rushlight-holders from the late eighteenth 
century, and stem and tripod feet were usually miniature copies of con¬ 
temporary tripod tables. In such a bolder the counterweight was provided by 
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3 slight increase in diameter along the Icngtli of the swinging ann> The clip 
ends might be highly decorated. 

Standard rushlight-holders were made for use at the spinning-wheel and 
similar eniploynients. These averaged four feet in height and at first were 
supported by heavy oak blocks; later some stood upon wrought-iron tripod 
legs. The rushlight clip and the candle-socket were £tccd to a carrier which 
could be moved up and down the stem and was gripped by a friction spring. 
Where a spike W'as required for insertion into a wooden base, the lower portion 
of the stem was of greater diameter than the upper two-thirds, enabling the 
spike to be made stronger, and steadying the holder by its extra weight. At 
the welded junction a wrought-iron stop was fixed to prevent the carrier 
from slipping unnoticed to tlic floor, where the flame might cause a fire, 
(When this safety precaution is omitted, a holder should be suspect: reproduc¬ 
tions of most types have been made for at least twenty-five years.) The top 
of the stem was fitted with a decorative finial, sometimes of cast brass, more 
usually of turned iron. 

A spiked rushlight-holder of the table type might be inserted into the top 
of a wooden standard, sometimes plainly square, octagonal, or turned, sup¬ 
ported by a foot of bard oak. Such lights were not adjustable. In another 
frequent type die standard w'as pierced at regular intervals with square holes 
for the fitment of a rushlight-holder equipped with a leg bent at right angles 
to the upper stem. A fourth and now uncommon type of standard had a stem 
consisting of two uprights, one rising from the supporting base, the odict 
holding the clip and constructed to be moved up or down on the ratchet 
principle. 

The now scarce pendent ruslUight-holders were made for use in raftered 
buildings; others designed for suspension from cords stretched across the room 
have been termed ‘weaver's holders’. Such a holder was made with a centrally 
placed swivel joint. The clip might be w'clded to a ratchet similar to those 
found on adjustable pot-hooks. Another form of pendent rushlight was 
adjusted by means of a friction spring similar to those found on standards. 

Yet another form of rushlight-holder was made witli a spike at right angles 
to the clip, to be driven into a wall or beam. Even simpler was a device for 
holding a rushlight that appeared in the middle of the eighteenth century, 
and consisted of a spring dip resembling tweezers and mounted on a turned 
wooden base. 
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Tea and Coffee Urns: Sheffield Plate, 
Copper, Japanned Ware 


W HETHER thccoUecdoiibc of mellow Sheffield place, glowing copper, 
or rainbow-rich japanning, it is incomplete without one or two 
utns. For making the tea, the coffee, and the various hoc alcoholic 
drinks that typified late Georgian hospitality, the ubiquitous um was indis¬ 
pensable, With odicr tableware it shared the changing vogues of late eighteen th- 
centuiy' neo-classicism. Regency solemnity, and all the florid extravagancies 
of post-Rcgcncy invcncivcncss. But alvrays its basic usefulness controlled its 
design* Its story is the more uiteresring, its chronological assembly the more 
fascinating, because this can be traced diroughout not only by the usual 
features of outline and surface decoration but also by the inttoduction of 
various technical improvements and patent devices—the wocking features that 
give diis type of vessel its particularly vivid link with the times that first en¬ 
joyed it* It is the more surprising, therefore, to find that few collectors, even 
among those specializing in the assembly of these handsome vessels, have given 
much thought to their chronological development. 

Elegant silver kettles mounted on stands containing spirit-lamps graced 
early Georgian tea-tables, or stood near at hand on sliort tripod tables which 
were edged with low, fretted galleries. Each time hot water was added to the 
expensive leaves in the silver teapot the servant had to lift and tilt the kettle, 
a somewhat heavy and hazardous duty among the elegant furnishings and 
billowing dresses of a tea- or coffee-party. Even by the mid-eighteenth 
centuiy', however, the problem was being met by a somewhat inelegant but 
ingenious hot-water kettle with a tap fitted immediately above the kettle's 
broad base. Known as a ‘tea fountain', this quickly evolved into what Cowper 
in 17S4 referred to as *the bubbling and loud-hissing um throwing up a 
steamy column’. For tea-time use the um might accompany other articles of 
the tea-equipage upon the tea-tray, or stand separately on its own table. The 
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giant ums of the nineteenth century found a place upon the sideboard at 
breakfast time. 

The vessel became known as an um from the design ot the small early tea- 
time type containing only a quart of water, now particularly prized by the 
collector. Making its appearance early in the time of the nco-classic vogue, it 
was welcomed by designers who found it difficult to make a convenient tea¬ 
pot in the desirable classic outline. The new vessel followed the form ot the 
um-shaped vases in contemporary porcelain, with a narrow neck, wide- 
topped, tapering body, short stem, and square foot. By the end ot the century 
tliree standard sizes of tea-um were in regular production, holding a quart, 
three pints, and a gallon, to be followed from 1805 by five-, six-, and even 
eight-quart sizes. Some were made of silver, a much larger proportion was 
in Sheffield plate, from 1785 to about 1820 an attractive scries was made in 
colourful japanned ware, and in about 1820 began the long and more numer¬ 
ous series made of copper. 

These ums are st^'lcd as though the entire scries was used for tea only. 
Contemporary catalogues, how’cvcr, show that a considerable number were 
used for keeping coffee hot. Illustrations of three-pint sizes are almost invari¬ 
ably captioned ‘Coffee Um to hold 3 pints’. Catalogues issued earlier than 
about 1820 indicate that there was a greater demand for the three-pint coffct>um 
than for the larger tea-um. The demand may have been firom the Coutineni. 

Charcoal was used to hear the water in the first of these ums. In this design 
the body could be lifted from the spool stem which supported a perforated 
cj'lindrical container for burning charcoal. Rising from this brazier, and 
passing through the body, was a draught-tube ot chimney, gradually diminish¬ 
ing in diameter and temiinating in a loose fmial decorating die top of the lid. 
Removal of the finial, which was kept securely hi position by means of a 
catch, created a draught. This drew the hot air through the chimney, heating 
it and thus keeping die water hot. 

Charcoal-heated ums were superseded by the invention in 1774 of the tea- 
um in which the temperature of the water was maintained by means of a 
cylindrical box-iron. This iron was made red-hot in the kitchen-fire and in¬ 
serted into a close-fitting hcatcr-casc, or deep socket, which rose centrally 
from the base within the um and around which the water circulated. This 
was patented by Jolin Wadham, a brazier of St Gcorgoin-chc-East, London. 
The patent specfficapon. No, 1076, is accompanied by a sketch showing a 
sectional view of such an urn. This method of heating became general after 
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the expiration of the patent in 17SS. The patentee is kno^vn to have supplied 
copper heating-cases and cast-iron box-irons to Slicfficid at a cost of five 
shillings each. Sudi a heater is always found in a tea-um made after about 
iSoo, even if the um is equipped with a lamp. 

Wadliam was also responsible for the doublc-compartmcnt tca-um ‘so diat 
the machine w'ill answer the purposes of tea-pot and boiler togcther\ The 
water was boiled in one conipartnient, a valve then permitting it to flow upon 
tea leaves contained in the other compartment. The hot, liquid tea was then 
served directly into cups. 

Rather surprisingly, tea-urns heated by spirit-lamps do not appear to have 
come into use until about 1790- These were more efficient than eidicr of the 
ocher wpes. The smokeless spirits of wine burned as fuel was very costly, 
howcs'cr, not alw'ays available outside the metropolitan area and certain in¬ 
dustrial centres, and always liable to pilferage by dishonest servants. Not until 
the 1S30S were less expensive, non-odorous, smokeless fuels available, such as 
camphorine. There was then a fashionable reversion to the silver or silver- 
plated tea-kettle with its lamp and stand. Sarah Guppy, in a patent specifica¬ 
tion of 1812, records that candles w'ere sometimes used in connection with 
such tea-ums. Her own contribution to the story of tca-ums was a fitment for 
suspending in the container by which *one or more eggs may be cooked by 
the aid of the heated fluid or the steam issuing therc&om'. 

When tea-ums were first made, Sheffield plate could only be produced with 
silver on one side of the copper sheet. A considerable chapter in the story of 
tea-ums concerns the various methods of combating the hazards, real or 
imagined, associated with copper as a food- or water-container. It was realized 
that the action of acid on copper produced verdigris. But while some cookery 
books of die period instructed their readers to use a brass, bcll-mctal, or copper 
pan when requiring bright green vegetables or other fo^s, the manufoaurers 
of cooking vessels were seeking ways of tinning tlic interiors. Until 1770 the 
tinning wore badly and itttis required very frequent re-tinning. An improved 
method of tinning was patented in that year by John Bootie, a brazier of St 
Martin-in-the Fields. The specification of patent No. 901 describes the process: 
‘the interior of the copper vessel must be clean, washed over with salar- 
moniack water and well heated, no other metal made use of bur pure molten 
tinn [made by the shot method j. The outer surface must be wiped ofl'clean 
and covered with a gluowhiting mixture [to prevent the accidental spilling 
of tin from marring the metal].' 
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The molten tin was tlien poured inside the vessel until the entire copper 
surface was concealed beneath a thick coating of tin. When cold, the interior 
was coated with strong beef brine, heated and then quenched in water, scoured 
clean, tinned a second time as before, then planished and tinned a third time. 
It was fmally Med with water to soak and take out the salts, and then scoured 
witli coinnion sand, The brilliance of the result resembled pure silver. 

Even this process of tinning was imperfect, however, and the action of food- 
acids on carelessly cleaned copper made the possibility of verdigris poisoning 
very real until 1790, when a patent was granted for an improved method of 
preventing corrosion and ‘all those noxious effects fironi copper and brass 
when used for culinary purposes or for containing or carrying water’. It now 
became practicable to make less expensive tca-ums from copper alone, but 
because this metal was controlled for war purposes few appear to have been 
niadc until 1S20. 

Inevitably the early unis of Sheffield plate followed the designs of con¬ 
temporary silver. The design was strictly on the lines of die classical vase. An 
everted neck, strengthened by applied gadrooning or other simple moulding, 
topped a smoothly tapering body, either undecorated or chased with plain 
and foliated scrolls, beads, and other ornamental designs, a canouche reserving 
space for a coat of arms. Two short vertical loop-handles were attached to the 
shoulders, extending from immediately below die neck to the widest curve 
of the body, and each terminaong in a double lug. The bcll-sliapcd lid was 
topped by a cast knob of classical design. The thick, spool-shaped stem, plain 
or chased to match the body and rimmed with applied gadrooning, was 
supported by a square plinth rising in the centre. Tliis was encircled by an 
apron which might be pierced or chased and raised upon four scroll or bracket 
feet. The moulded cock or tap projecting horizontally from the base of the 
body was an inevitable incerruprion in the harmony of the design. It was en¬ 
riched with motifr usually associated with the body decoration or the handJes- 

Thc tca-um with its body shaped in the form of a narrow-nocked classical 
vase appeared about 1770 and had a thirty-year vogue. Narrow and tall, with 
an extremely graceful silliouette, this style of urn was usually severely plain, 
apart from the handles and an engraved coat of arms. Some examples are 
encircled with sparsely applied ornament in low relief, such as festoons of 
foliage, acantlius leaves, or a classical medallion. Tliis pattern is illustrated in a 
Sheffield plater’s list dated 1774: Frederick Bradbury, however, in his Hhiary 
(fj'Old She§\eld Plate (1912), quoted examples said to belong to the early 1760s. 
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The iid fmiiil might: be in the form of a bird, axumal head, or classical motif. 
From about 1770 a pair ot S-shaped handles attached to the body at the neck- 
junction, rising above die lid, and recurving at first halfway down the body 
and later to the base of die body, became fashionable and remained a more 
or less standard fitting undl about 1790, When fitted with a box-hcater die 
stem of such an um was made eictremely slender. 

The lower part of the body might be ornamented with flutmg firoin about 
1780. In this case the iid finki and the square foot might also be fluted. Such 
fluting might be spiral. In 1792, tca-ums with fluted bodies enriched with 
silver mountings and garters were priced according to capacity: gallon, 160s.; 
three pints, yos-i quart, 60s, Plain-bodied urns in the same sizes cost 147s., 
645., and 54^' each. Garters—the ornamental strengthening encircling the 
upper rim of the um body—were made in a variety' of designs. 

The narrow neck was widened from about 1790 and well-modelled human 
or animal heads with solid pendent rings were used as handles. Lancelot 
Paljiier in a patent specification dated 1786 noted that tea-um furniture- 
cocks with their outer strengthening washers, garters, handles, and finials— 
was often gilt. Pattern books make no reference to this enrichment. Tea-um 
furniture, until about 1820, was usually tbe w'ork of specialists in this branch 
of the trade. 

In file 17905 there was a long series of vase-shaped urns in which the body 
contained four wide vertical depressions running its full length, alternating 
with four narrow, flat-topped, raised flutes. The foot was a similar shape on 
plan. The bd was in the form of a slender spool expanding towards die base to 
fit the body opening. Those of gallon capacity cost 170s. fiom the merchant, 
probably icb, in the shop. 

The demand for a wider body, less elongated than the classical um, found 
happier expression towards 1S05, when a pattern with a body resembling a 
widc-mouthed vase became fashionable. Until about 1810 the body was 
nearly hemispherical witli bttle apphed decoration apart from the heavily 
moulded Li-$hapcd handles. Below the body a stemmed foot was supported 
on a square plinth raised upon four heavy paw or claw feet. From about 1810 
in this design the body rim was everted and the low'er portion decorated with 
wide flu dug. Many examples were so designed as to appe.ar to have two lid 
rims, each bordered with matching gadrooning or other moulding. Heavy 
mounts around the rim of the lid and ornate finials were applied in patterns 
apparently bearing no relation to each other or to the shape of the tea-um. 
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The heavy oak and shell omanient was at the peak of its popidarity durbg the 
Regency, altliough used as early as 1805. 

George IV tea-ums were made m all fomier shapes with the addition of 
florid mounts. They also grew to enormous proportions, and w'hen full and 
weighted witli heavy cast-iron heaters the six- and eight-quart ums were far 
from portable. From 1820 the finn of I. & I. Waterhouse issued tea-ums made 
in the form of the then feshionablc Warwick Vase. These are always marked, 
those made before 1833 with a crown, and afterwards with the flcur-dc-lis. 

As already explained, the heating of tea-ums by spirit-lamps was developed 
only from about 1790. Then appeared a new design in tca-unts accompanied 
by a spirit-lamp and witli a flat-bottomed container resembling an Indian 
funerary uni in form. The uni was supported at shoulder and rim by four 
fiat upright reeded columns rising from claw-feet soldered to the comers of a 
rectangular plindi with incurved sides and itself mounted on four ball-feet. 
Upon the plinth, often in a circular depression made for die purpose, stood 
the spirit-lamp, often shaped as a miniature edition of a stemmed um. Until 
about iSio the spirit-lamp tca-um w^as fitted with lion-ring handles. 

During the Regency years, the hitherto plain body and die cop of the lid 
were fluted. Horizontal loop-handles might now be fitted. Catalogues of the 
period illustrate spirit-lamp ums and specify silver mounts. With fluted 
bodies wholesale prices were: six-quart size, i6os,; three-quart coftee, uSs.; 
and with plain bodies, 1505. and nos. each. They were made in Sheffield 
plate until about 1830. 

Some spirit-lamp ums of the 1790s and the early years of the nineteenth 
century were made with ball-shaped bodies, usually plain-surfaced, sometimes 
ornamented with narrow all-over fluting. Their plinths supponed ball-shaped 
spirit-lamps. One now rare type of rea-um resembled a wine-cask supported 
on a pair of trestles with paw-fect rising from a ball-footed plinth upon which 
rested a spirit-lamp in the form of a Grecian um. Soldered to the top of the 
cask was a reclining lion of silver. These tea-ums were made in six-quart and 
tlirec-pint sizes. Fitted with silver-ring handles and silver mounts the larger 
size cost Xu US* the factory, the smaller size £6 i6s. 

During the Regency period, another now rare series of ums was made 
following the lines of the contemporary wine cooler. In conformity with the 
floridness expected in Slicffleld plate after 1 820, the four upright columns w'ere 
curved into S-slMpc, each with an aivitnaJ or bird head extending from the 
upper end. 
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A coai of arms or a crest was often engraved on a Shedield-plate um, 
appearing on the body above the tap: presentation pieces were usually in¬ 
scribed. Li unis from about 17S0 until the end of the century copper was 
plated extra thickly to permit the deep-cut engraving tlien fashionable. The 
skilled use of an engra%ing tool, cutting lightly on the side-stroke method, did 
not penetrate the silver. The lowest deposit consisted of twelve ounces of 
silver to eight pounds of copper. 

From shapes and styles of die um furniture it is apparent that the water- 
containers of large tea-ums were made of Sheffield plate long after other 
goods ivere made of fused silver upon german silver and its associated alloys. 
Tills w'as because large hollow vessels of this kind could not yet be profitably 
spun or stamped. Collectors will find that few eighteenth-century urns in 
Sheffield plate were marked by dieir makers. Between 1800 and 1820 marks 
continued to be infrequent, but after 1820 all good quaht)'" Sheffield plate was 
struck with makers’ marks. 

Copper tea-ums were made in large numbers when copper was freed from 
control after the close of die Napoleonic wars. No example has been noted 
which could possibly be identified as earlier than 1820. Such urns were widely 
used in punch-houses, tavems, and inns to keep a continual supply of hot 
water available for making hot punch, which was then a fashionable drink. 

Copper urns followed the style of contemporary Sheffield plate but often 
with inexpensive, poorly finished furniture attached by copper rivets. Some 
of these accessories emanated from sources wdiich supplied the Sheffield platers 
with their furniture, for examples have been noted in which the same tools, 
very much worn, have been used. 

As in silver and Sheffield plate, the bodies of copper urns w'erc hand-raised. 
A circular plate of copper was prepared, its area being calculated to produce a 
hollow container of the required shape. Large grooves radiating from the 
centre were struck into the disc and the copper was then hammered on a 
stake fixed in a vice until the body gradually became hemispherical, a sharp- 
edged wooden mallet being used. After each stroke the metal was moved a 
litrie until the exact size and shape were achieved- Sometimes a copper tca- 
um has a hall-marked silver sliicld riveted or soldered to the body above the 
tap: the date letter here fixes the year ol manufacture. Some copper urns made 
between 1S20 and 184.5 hear a stamped imprint, ‘Warranted Best London 
Manufacture’. 

Many copper urns have been electro-plated within recent years and sold as 
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Sheffield plate at a greatly enhanced but untrue value. Such urns nwy be 
detected, because the furniture is riveted instead of soldered into posidon, 
and also by the absence of silver mounts. In a late example the liandles con¬ 
sisted of a pair of moulded brackets joined by a meta! rod upon which revolved 
a finger-grip of hard white china. 

The cocks of tea-ums, whether fitted to Sheffield plate or to copper, were 
invariably a source of trouble to both makers and users. For more than half a 
century the soft metal from which they were made rendered the cocks liable 
to drip shortly after being brought into uscj taps were easily bent; and the 
close fitting of plugs into the container was a difficult process, which under 
careless use easily resulted in a leak. Until about 1S30 the majority of cocks 
were cast in two halves and joined: Bradbury records that many were stamped 
in dies, but these would date after 1S20. Some were made of brass, but because 
of the possibility of verdigris poisoning, a long scries was cast from hard 
pewter—an alloy of tin and bismuth. Early cocks were close plated; from 
about 1840 they were electro-plated. From the late 1820s the cock was cast m 
a single piece from german silver or one of its associated alloys. Such cocks, 
which overcame fonner weaknesses, are often found as replacements on earlier 
fca-ums. 

Tea-urn cocks at first followed the patterns used by contemporary silver¬ 
smiths, but from about 1790 it wais dte Sheffield platers of Birmingham who 
led in cock design. On tea-fountains the cocks were smoothly plain with 
sturdy T-taps and undecorated spouts, features wliich, generally speaking, 
continued with plain-bodied urns. Cocks and strengthening washers on chased 
examples of die charcoal-heater period were elaborately moulded in matching 
st>des. 

Spouts until about 1785 might be moulded in the form of dolphins, bird or 
animal heads, often macched by the lid finials. T-shaped taps were often in 
the form of escallop shells, usually plain and somerimes fluted, and might be 
of green stained ivory' or black ebony, again with lid finials in the same 
material. 

A type of cock marked ‘patenf and made from about 1790 had a conical 
centre dirough wliich ran a vertical slit tliac was opened by pulling forward a 
U-shaped tap-Icver with a knop finial of ebony or ivory. This type of cock, 
with the tap-lever positioned to die right, was in general use on urns made 
during the nineteenth century. It has not been noted on copper ums. During 
this period, spout and plug might be boldly reeded. The bow-shaped tap, which 
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stood vertically upon die cock until pulled forward to release a flow of liquid, 
was an improvement dating from about 1820. Bows were moulded in florid 
patterns with large central knops. This type of cock is found to the exclusion 
of othen on copper urns. The cock fitted to an um in Grecian outline might 
be heavy and elaborately designed widi a lionVhead spout matchuig similar 
handle decoration. The outer strengthening washer was more expansive than 
before, and a field for moulded ornament. 

Japanned iron, made in South Wales, Wolverhampton, and Birmingham, 
was found to be an excellent material for tea- and coflee-ums. It had the 
virtue of enlivening the table with brilliance of colour wLdiout requiring to be 
polished, and was much less costly than Sheffield plate, Hghtecnth-century 
examples, in graceful shapes adapted from tliosc of Sheffield plate, were made 
from sheet copper, the containers being hand-raised. Dining the late 1780s, 
the japaiuicrs, probably at Ponc>'pool, produced urns heated by means of 
charcoal brazicn. These were made from a fine quahty tinned iron pbte 
known to the trade as tin iron and made especially for japanners. This had 
been evolved in 1784 and was rolled from best bar iron containing charcoal 
uistead of coke. The tin used for plating these sheets was pure grain tin made 
in the form of shot. 

Urns with vase-shaped containers were hand-raised in copper. This type 
stood upon three cabriole legs terminating in applied feet of ebony or other 
insulating material so that the um might stand directly upon a japanned 
picture tray without damage to the painting. It was fitted with a highly 
domed lid terminating in a lathe-turned acorn fmial in brass or japanned 
iron. The smaller sizes, such as the three-pint coflcc-um, were fitted with a 
single handle for canying, such as might be found on a jug. 

Often a fine quality example was accompanied by a triangular tray decorated 
to match. Upon this stood the spirit-lamp, contained in a low cylindrical box 
with perforated sides. A long scries of japanned tca-ums had containers of 
ovoid shape with pairs of brass hon-head rings for lifting purposes. These 
urns were heated by means of interior box-irons. The stemmed bases were 
filled with lead to ensure stability. The cocks fitted to Japanned tea-ums were 
usually of the type dicn catalogued as ‘brandy cask cocks’, with removable 
tap keys. 

Urns made of tinned fron sheet, following a design patented by Edmund 
Levno in 1796, had cylindrical or ovoid bodies containing a ccntraUy placed 
‘flue’ for conveying heat tlirough the centre of the um. This was supported 
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upon a cubical box with porforatcd sides. This cavity was made to receive a 
brazier or chafing dish of red-hot charcoal. These rea-ums were raised on 
four lion-paw feet of brass, with lion-head rings for handles. Others were 
c)'lindrical throughout their length, the lower third being perforated and 
partitioned off to contain a brazier. 

The decorative japan-work was of a heat-resisting quality and there is no 
evidence to show any source of this other than Pontypool and Usk, Ground 
colours included an extremely beautiful blue, tomato red, deep crimson, 
dark and pale green, orange, grey, and black. Pictorial, floral, and Oriental 
decoration might be in any of these colours with die addition of shaded gold 
and silver. A single picture or design might encircle the entire body. The 
subject of Pontypool and Usk japan-ware is folly discussed in the first volume 
of this series. 
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Old English Cork-scren^s 


T H£ preretidous ceremony of sixtccntb-cenciir)’ dining evolved around 
tlic butler, inbricace rulc& being laid down governing his every movc- 
nient, before, during, and atcer the meal. Among the equipment asso¬ 
ciated with his office from the days of Henry VIII has been a sturdy T-handled 
cork-screw with a worm of solid sted. Contrary to general belief, corks were 
used tor sealing wine and ocher bottles from early in the sbtteenth century. 
Palsgrave in 1530 directed a servant to ‘stoppe the boteDe with a corke’. 
Spanish-made bottle-corks were sold in London during early Elizabethan days. 

Bottles of black glass strong enough to bear transportation when filled with 
wine were costly, being imported from France until about 1615 (sec Chapter 
Vm). But the bottled ales, already popular, were corked in bottles of thin, 
home-produced glass, pale grecnish-ycUow in colour. Again contrary to 
general belief, the corks for wines, ales, and other liquors from which it was 
necessary that air should be excluded, were pressed right home into the necks 
of the bottles and their tops sealed with a mixture of resin and pitch. 

Contact with the liquor swelled the corks and ensured a tight fit. To draw 
foem, a cork-screw was essential, and in Tudor days these were wrought by 
*twysting the end of bare bodkyns' into spirals. This produced straight-shanked 
rods of steel terminating in short boring screws similar to those on gimlets. 
Fitted with transverse T-handlcs that might be of turned bronze or brass, 
ornamental wrought iron, carved oak, or plain cylinders of either material, 
such tools easily worked their way through cork, a substance clastic enough to 
^ip into^the furrows^of the spiral. These auger-type cork-screws, known as 
wimbles and augres , were made by toolmakers specializing in implements 
for the cooper and other craftsmen in wood. Robert Stuart in res'icwing the 
Ifotory of engineering (1829) noted that this type of cork-screw was at that 
time the extractor in most general use. They arc still prevalent on the 
Continent. 

An improved cork-screw was introduced b the middle of the seventeenth 
century, the piercing clement being a three-inch helix spiral terminating in a 
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sharp point, and known as a ‘worm*. These were forged front steel wire 
heated in a smokeless charcoal fire. Grew’s Musetitn (16G1} refers to a steele 
wormc used for the drawing of corkes out of Bottles. English cork-screws 
continue to be made in this form, die steel wire during the past centurv' being 
spiralled mechanically while cold. In some districts ‘worm is still the dialect 
name for this type of cork-screw—originally an English invention. 

Georgians, however, preferred the w'ord bocde-screw wliicli came into 
use at the end of the seventeenth century, ‘The worm of a Bottle Screw 
is noted in Phitoscpbkal Transaciims (1702), Nicholas Amherst, in his poem 
‘The Bottle Seme’, published 1720, has Bacchus exclaim : ‘This hand a cork¬ 
screw did contain, and that a bottle of Champaigne’. This is the earliest use 
of the word cork-screw so far noted. Bottle-screw and cork-screw appear to 
have then been used concurxendy throughout the remainder of the eighteenth 
centuty: the term bottle-screw was used by Dear Swift in his Directions to 
ScTPantSf written in about 1730 but published after his death, and the index of 
a trade catalogue published during the late 1790s uses the same word. The 
accounts for All Souls College, Oxford, refer to cork-screws which cost one 
shilling and sixpence each in 1750 and one shilling b 1765. Late Georgians 
were bclbcd to refer to the cork-drawing instrument merely as ‘the screw’. 
It became customary for a host to invite his guests to take 'kettle or screw’, 
kettle suggestmg the newly fasliionablc hot punch, screw indicating wine. 

Those Georgians who could afford a well-stocked wbe-cellar often received 
presents from appreciative guests m the form of cork-screws resplendent with 
precious metals and jewels. The gold or silver handle was moulded into a 
decorative shape, often bcludmg m its design a motif of personal significance 
such as a crest, and might be set with precious or semi-precious stones. From 
about 1780 the worm of polished steel was usually fiuted, a refinement con¬ 
sidered to case the passage of the spiral tlirough the cork with less risk of 
causmg it to crack and fill to pieces while bebg withdrawn ftom tlic neck 
of the bottle. Such cork-screws were mcluded among domestic plate m 
eighteentli-ccntury inventories. Milady’s scent-bottles, smelling salts, and 
similar vials, tightly corked when received from the shop, might be opened 
with miniature cork-screws, spiralled tliroughout their length, which were 
mcluded m the equipment of fashionable ^tuis. 

Cork-screws used in cellar and taprootn by keepers of coachbg-houses, 
taverns, inns, punch-houses, and other places of refreshment were sturdy 
affairs with thick T-bandles of oak. During the second half of the eighteenth 


iSS MORE ABOUT COLLECTING ANTIQUES 

century, such a handle might be turned and carved to represent an elongated 
barrel complete with staves and encircling hoops. A brush extending from 
one end of the handle was used for removing all traces of the pitch-resin seal 
from tlie bottle-mouth before the cork was withdrawn. 

Tile worm and shank of a cellar cork-screw were forged from a single 
length of steel. On inexpensive examples the spiral was welded to an iron 
shank. The end of the shank passed through the centre of the wooden handle, 
where it w'as clenched over a metal washer on its upper surface. Good-quality 
examples possessed plainly smooth helix spirals, which might be duted at a 
cost of about 75 per cent extra. 

Cellar cork-screws from about 1S40 might have T-handlcs cast from the 
various German silver alloys and silver-plated; cast from brass which might 
be double or treble gQt; or cast in cheap malleable iron. A similar type of 
cork-screw for dining-room use might have a handle made of colourfiil agate 
or the pointed end of a ram’s horn; there was a long series carved from hard¬ 
wood in the form of sporting animals. 

Tlic cork-screw of cut and buniislied steel with the worm protected by a 
sheath, enabling it to be carried in the pocket, was made by the steel-toy 
makers and dates not earlier than about 1750. By 1775 tlie cork-screw makers 
had established themselves as specialists in tliis one branch of the steel-toy 
trade, wuth workshops concentrated mainly in Wolverhanrpton, Birmingham, 
and Sheffield. They were responsible for the majority of fin ely wrought 
examples that find tlicir way into collectors’ cabinets. 

Pocket cork-screws became fashionable when, after more than a century of 
prohibition, it was legally permissible to buy single bottles of wine, cordials, 
and so on. Purcliasets preferred to have the corked bottle, bearing intact the 
seal of tlic vintner who bottled it, brought to the table, where the host at his 
convenience would withdraw the cork widi his own cork-screw. These were 
always meticulously forged from the best steel and Iiighly bumisiicd. The 
spiral was drawn from the same piece of hard steel as the sliank, which might 
be left plainly smooth but more often was tooled in the form of a slender 
baluster with one, two, or three knops of various shapes. 

The most typical pocket cork-screw was made with a solid wrought ring- 
handle drilled with a flat inner surface. The majority were of a diameter which 
permitted the tapering protecting sheath to tighten halfway, thus forming 1 
T-handlc capable of supplying the necessary leverage to force the spiral into 
the cork. The sheath, which might taper eitlicr towards or away from the 



97- Thimble?. Uppf^r Mnihcr-of-pcarJ with gold bands, early nincceciiih-caiiury; bronze, 
English^ circa 1700; brass, English, early sevenrccnch-ccntiirv^ L&wcr mi': Silver, Scottish, 
cightcenth-century; silver, Chinese, nineieench-efnturj^; silver, made to contain a bottle of seem 
with a seal on the lid. hi fAr ami Aihtn 



98- Thimbles. Upper reii'* English bone china, early ninetcenth-ccnniry; silver^ witli an embossed 
scene on the rini, iLijjerr rouK Examples ifl bronie. In the r7ffi?r/er and Athen Museum. 
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English tliiniblcs. In tht tup row arc four examples of South STafford^hiro painttcl i-namejs with narrow rims of douhle-gilt mcia]. The otiicr 
three ihimbles ait of silver and omaineiUeJ widi wide bands of filigree work. In itie eentre is a thiinhWiolder of tunicd rnsewW. iiiid-mitc- 
tcenth eciitury.and below ii a filigree box li^r two tliimbles. On ihe left is a thimble com billed with a necdlecase. hi ihf ITrleriii mtd Atfvn Miwnm. 
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point of the spiml, was turned and drilled from solid steel. The interior of 
die mouth was threaded to fit matching dircads cut into the low’er part of the 
shank immediately above die spiral: the other end was ground flat to serve as 
a tobacco-stopper. 

On the standard pocket cork-screw from the mid-iySos the outer surface of 
the shank, instead of being smoothly plain or dccoradvely turned, might be 
vertically ribbed. Others, more expensively, were ground hexagonal or oc¬ 
tagonal, and highly burnished, the ring being cut with facets to match. Later, 
a series of rings of larger diameter was made from tlun-scction steel, enabling 
die cork-screw to be carried with keys on the newly invented split-ring. In 
other examples the ring was widened at the top into a flat disc, which might 
be cut with the owner’s seal or engraved with his crest or cypher. From the 
mid-1790s a series with wide, oval rings was made, these being large enough 
in themselves to serve as handies. The sportsman's pocket cork-screw had a 
T-sliaped handle, one end in the form of a wliisde, the other cut as a seal, with 
the end of die sheath used as a tobacco-stopper. 

Bimiingham trade pattern-books issued at the end of the eighteenth century 
illustrate a wide variety of pocket cork-screws, ranging from the very plain 
smooth-necked type at three shillings and cightpeiice, to elaborately cut and 
burnished examples costing fourteen shillings and tcnpcnce each; the majority 
of pattems were priced between eight and nine shillings each. These were 
rates charged by manufacturers to merchants: shop prices would be almosi 
double. It continued fasliionablc to carry a sheath-rype cork-screw of burnished 
steel until early in the Victorian period, when mechanically spiralled worms 
so drastically reduced the price of simple cork-screws that they were available 
in all but the poorest of homes. 

The early pattern-books illustrate a pocket cork-screw consisting of a 
wrought-steel bow, its end incurved to form two lugs between which hinged 
a cork-screw spiral. When folded, its point fr 11 just short of the fuU extent of 
the bow, the outer surface of which might be thickened and faceted at that 
point, thus making tlic implement safe to carry in the pocket. Also hinged 
between the lugs of the bow might be an car-pick, snufF-shovel, button-hook, 
and awl- Another popular type was a combmation cork-screw, fire-steel, and 
seal- The point of the fire-steel, its handle in die form of a flat, circular seal, 
was forced to its full extent down between the curves of the spiral, thus pro¬ 
tecting its own point and that of the cork-screw. 

The utility and accuracy of cork-screws were greatly increased from 1795 
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by tbe invention of ‘the king’s screw’, patented by Samuel HcnshaU, of 
ChiiscchiircK, Middlesex. In this, a cylindrical socket ‘whidi is to receive die 
neck of die botde m order to guide die screw centrally into the cork’, was 
htted to the cork-screw spiral. The sides of the socket were usually of burnished 
steel, but sometimes of polished brass, and might be solid. Others, however— 
and these are the earlier examples—^wcrc finely pierced with ornamental 
designs. The worm was operated by a handle resembling chat of the elaborately 
forged, pierced, and chiselled door-key of the period. 

‘The king's screw' was the first of some two dozen patents taken out in 
connection with cork-screws during the next half century. These died wcli- 
merited deaths, with the exception of the type which demonstrated that, by 
using a sleeve with male and icinale screws, the cork might be drawn more 
easily and evenly from the bottle with a minimum disturbance of its contents. 
The cork-screw collector will find considerable difiiailty in securing a full set 
of these unpractical cork'serews, some of which sold in tens of thousands 
before their difficulty in use was fully demonstrated. 
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Thimbles 


O PEN-ENDED bronzc thiniblcs covered with a network of hand- 
punched indentations, and worn by die Romans two thousand years 
ago, were found in the ruins of Herculaneum. Precisely similar 
dumbles have been excavated in the City of London, and with these have 
been found capped thimbles, but with ends much more acutely conical than 
the stub^nded diinibles used today. Their tips were plainly smoodi, the sides 
dimpled, and the rims encircled with plain bands. 

That Saxon England was familiar with thimbles is proved by the existence 
of such words as bysttfaiit, meaning fmger-guard, and gumiadur, or sewing- 
steel, These were bcU-shaped sheatlis of leather sewn up one side and fitted 
with stitched-on caps. Such thimbles were in use in fifteenth-centurv England 
when Occlevc in 1412 wrote of nedel and threde. & thiniil of lether’!Thimbles 
of tius type are stUl used in outlybg districts of Ireland; these sometimes find 
their way mto curiosity shops, ’where they masquerade as Elizabethan. 

Inventories^ of the fifteen tn and sixteenth centuries make frequent reference 
to thimmels or thimbils, but omit to state tlie material from whicli they 
were made. In 1494 tliey were priced at fourpcnce a dozen. Shops throughout 
the coimt^ appear to have stocked them in considerable numbers. The in¬ 
ventory of James Backhouse, a draper of Kirby-in-Loiisdale, taken in 157S, 
records Halfe a hundrethc of thhnblcs xvj*^’ and ‘ij dosen of thimbles xij’— 
that IS, fourpcnce and sixpence a dozen respectively. Possibly this trader s 
Stock consisted of both leather and bronze or brass thiniblcs. 

TMmbl« of precious metals, gold, silver, and silver-gilt, were made by 
English silversmiths from the middle of the sixteenth century; earlier tliey 
appear to have been imported, Tliese Jiad cone-shaped dps and their rims in 
' L ^ finies might be engraved with pc«ies (mottoes), a feature revived 
n century and again in the mid-nineteenth century. 

0. Darnel], writbg in Tuxes in Ettgland, records that ‘the nobles [of Charles II 
were in their contribution of plate for the service of the king at 

xTord, while on the parliamentary side, the subscriptions of silver ofietings 
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mcludcti even such little personal articles as those that suggested the tcnii 
“Thimble and Bodkin Army” There was a brisk demand tor silver thimbles 
during the CromweDian regime, these costing from one shilling and eight- 
pence to two sliillings each. The design included a plain narrow rim which 
might be inscribed with the name of die owner or giver or both. Not until 
j^oo were gold or silver diiniblcs made with rims decorated in relicfl 
The Harting accounts show chat a gold tliimblc raised in a single piece from 
the plate and with an ornamented rim cost hf^' shillings in I 7 * 4 i ^^n years 
later a pkin gold thimble cost tw'ciity-wo shilling^. 

Nearly all gold and silver thimbles in use before the eighteenth century 
were made in wo sections, the hand-raised, domed tip with punched indenta¬ 
tions occupying one-third of the thimble, and the remainder being rolled 
from the plate, vertically seamed, and decorated. Both scam and circular joint 
are almost invisible. In other examples the tip might be almost flat and in¬ 
serted in a sbghtly tapering cylinder. Some gold and silver tliimbles wxte in a 
single piece, being raised from the plate. A series of late eighteenth-century 
thimbles were made with iron caps, the remainder being of silver. 

The band encircling the rim of the early eighteenth-century gold or silver 
thimble, if not left plain, was chased or engraved with scrolls, a cartouche 
enclosing a tiny crest or cypher, wreaths of flowers and foliage, or other 
motifr. A scries of now rare thimbles made at the end of the eighteenth century 
were ornamented above their rims with wide bands of intricate filigree work, 
often enclosing an oval or shield—shaped panel upon which the owner s crest 
or cypher was engraved. The filigree band was worked separately from the 
cylindrical background of silver to which it was soldered. The upper portion 
of the thimble was indented. 

The rims of other thimbles might be bordered with gems: gold thimbles 
might be sec with precious stones. A late eighteenth-century toy consisted of 
a silver thimble that screwed over a tiny scent-bottlc, the base of the latter 
being cut as a seal. With the nineteenth century there came a reversion to 
rim bands cliased or engraved. Designs were now florid and closely spaced. 
A long scries of mid-nineteenth-century thimbles was of the souvenir 
variety, the cylinder being decorated with well-known buildings such as St 
Paul’s Cadiedral, the Crystal Palace, London Bridge, the Tower, and dozens 
of a local character. 

The coUector of cightecnth-ccntury gold or silver thimbles should also note 
that until the invention of the rose machine in about 1760, by which indenta- 
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tions were impressed synimetricaUy, all mdeniariom were liand-punchcd and 
in consequence displayed irregularities of placement. Between I 73 ® 179° 

gold and silver thimbles were exempt from hall-marking: in J790 the exemp¬ 
tion was withdrawn from silver. 

Thimbles of painted enamel, 'vith narrow rims of doublogik metal, w'cre 
made in South Staffordshire and Birmingham from about 1770. The tips only 
of such thimbles were indented. Sonic examples were fitted with brass caps 
in which indentations could be mote strongly impressed than in the paper- 
thin copper used as a base for the enamel. The white enamel was decorated 
with flowers and odiet small motifi in coloured enamels, sometimes enclosed 
in gilt cartouches. Such thimbles might be accompanied by enamelled thimble- 
C3SCS, their shape somewhat resembling nutmeg-graters. 

Thimbles of bone china, strong and tough in comparison with the earlier 
soft-paste porcelain, were made from about 1S25. Sides and top were usually 
indented. There might be a wide rim-encircled top and bottom with gilded 
lines to enclose a border of scroll-work and tiny motifr painted in enamels of 
two contrasting colours. But a dny posy of flowers on each side of the thimble 
was a more frequent ornament. Such thimbles were glared inside and out, 
China-thimbles were seldom marked, but examples have been noted bearing 
the Minton and Royal Worcester marks. Thimbles were also made of carved 
jade, ivory (usually with vertically ribbed rims), bone witli hand-carved 
borders, mothcr-<if-pcarl encircled with a pair of gilt bands, and boxwood. 

Presentation diimbles of the eighteenth and early nineteenth centuries were 
usually enclosed in small cases, Some egg-shaped cases made of precious metals 
contained compartments for thimble, needles, and pins. More usually cases 
were squarish in shape and covered with leather, shagreen being fashionable 
during the middle of the eightccntli century'. Miniature caskets and trunks of 
silver and silver-gilt were made, some enriched with filigree in similar metal. 
In such work thimble and casket were in matching designs. Then came scries 
of cases made of tortoise-shell and of ivory, the latter sometimes containing a 
thimble of the same material. Cases of mother-of-pearl and bone date from 
about 1820. The vase-shaped thimble-case turned from hardwood, with a 
screw cap, dates from about 1840. 

The vast majority of thimbles, however, were inexpensively made of bronze 
or brass, although pewrter thimbles are known to have been sold. These metal 
diimbles were dome-shaped, about half the length of present-day thimbles, 
with hand-punched indentations, except when cast. UntU about idoo, cheap 
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thimbles might be of btonze or brass: afterwards they were almost entirely of 
brass. Until the end of the seventeenth century they were uncomfortably 
thick, being turned and bored from lengths of solid cast brass of appropriate 
diameter. They were afterwards hand-punched with indentations all over the 
surface. 

Thimbles in cast brass were first made in England by John Lofting, In 1^5 
he obtained a patent, and, with several partners, set up a thimble-makbg 
works at Islington. The material used was old scrap or battery brass. The 
molten metal was poured into moulds prepared with red ochre and sand of a 
quality only then known to be found at Highgatc, Each of the hollow castings 
essential for the making of thimbles required a centre of sand, known as a 
core, and supported m the mould so that the molten brass would flow around it. 

Six gross of thimbles were cast at a time and seven boxes were dealt with 
each day, the daily output exceeding six thousand thimbles. When the castings 
had cooled dicy were removed from the mould and separated from each 
other with greased shears. Children were employed to remove the sand-corcs 
from the thimbles, a pointed iron rod being used for the purpose. The thimbles 
were next placed in a tumbler barrel operated by horse-power to remove all 
traces of sand and smoodi tire surface. They were then smoothly bored and 
skimmed in the lathe, after which tlic indentations were punched by hand. 
This method of thimble-making continued until the last decade of the 
eighteenth century, when cast thimbles were superseded by more eflldent 
thimbles stamped from rolled brass plate, their surfaces dimpled by mechanical 
means. Thimbles arc now made in five successive operations to facilitate the 
stretching of the pressed steel or other metal, which must be of even thickness. 

Collectors will sometimes find heavy iron rliimbles. These were blown as 
‘dames* thimeUs’ and, according to the Century Dictionary^ were ‘in constant 
use in the makbg of thimcll-pie’ by the dames in charge of the small schools 
for boys and girls, which were so familiar a feature of British life until super¬ 
seded % the provisions of the Education Bill of 1870, The dame, wearing her 
great iron tliimbic, tapped sharply and vigorously upon her pupils’ heads when 
she considered correction necessary. This was called thimell-pie making, and 
was much dreaded. 

These and heavy brass thimbles had another use in so-called sporting circles, 
being used in the sharper’s game of ihimbling. Tliis game required three 
thimbles and a pea. The pea was placed beneath one of the three thimbles 
standing in a row. The sharper then challenged bystanders to guess wliich 
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thimble covered the pea, and to bet on their choice. Gay, in his TVjV!** of 171^, 
noted this game, and Hove a century later referred to it as that un&ir game 
the thimble rig’. 

Small drinking-vessels in thimble form, holding a dram of spirits, were 
used in eighteenth-century taverns and in nineteenth-century public-houses 
until about 1S60. The collector will find the design in pewter and tinplate, 
the rounded top making it necessary for the drinker to hold it in his hand 
until he had emptied it, thus urging him to drink more quickly than he 
otherwise would. Hence the recognized term a thiinblelul of liquor. 
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English Flower-prints 


F loral illustrarion had its beginnings in England when mcdie\''al 
iliustraton of illuminated manuscripts bordered their parchments with 
colourful flowers medculously painted. The majority of these were 
painted by copyist monks working from pattern sheets, possessbg little botani- 
cal knowledge, and intent only upon the ornamental aspect of their pages. 

Through succeeding centuries techniques changed and flower-prints became 
widely popular, but despite their commercial success their producers never 
lost the early delight in flower forms and individualities—sliarod today by 
appreciative collectors of these comparatively numerous and inexpensive 
reminders of a more leisurely past. Inevitably there are pitfalls for die unwary, 
such as colour rccendy applied to old prints; but by knowing the nantes and 
styles to look for, the collector can build up a fascinating and highly decorative 
array of specimens. 

With the invention of printing on paper, the pages of botanical books 
might be enlivened, sometimes in red, widi crudely carved wood-cuts. Tech¬ 
nical considerations required the use of rectangular blocks of pearwood, and 
botanical illustrations had necessarily to be designed to fit this shape. In such 
circumstances sonve study was needed to decipher exactly what flower the 
artist intended to picture. 

Cutting technique gradually improved and the sixteenth century saw some 
excellent Continental flower-printmg in which actual plants were faithfully 
copied. The beautiful impressions in a folio volume written by Lconhart 
Fuchs and published at Basle in 1542 display a distinct advance in the art of 
flower-printing, The plants were drawn from nature by Albrecht Meyer, the 
draw'ings reproduced in reverse on the wood blocks by Heinrich FuUmaurer, 
and the blocks cut by V. R. Speckle. Each cut, which was Intended to be 
coloured by hand, occupied a folio page and was printed upon white paper 
of a quality not nude in England until nearly two and a half centuries later. 

Reduced copies of these wood-cuts were quickly pirated in other countries. 
In England tlicy were used to illustrate Turner’s New Herbail published during 
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die early Elizabediari years, Joiin Gerard's I^crballt 1597) profusely 

illustrated with blocks borrowed &om Continental sources, these in their 
turn having been pirated from Fuclis. An edition of Gerard issued in 16J3 
contains 2,677 blocks obtained from the stock of the celebrated Dutch printer 
C, Plan tin, Gerard’s Herbal t and John Parkbson’s Paradisiis, 1629, were for 
generations considered to be the finest of English herbals—the contemporary 
name for botanical volumes. Parkinson's volume was principally concerned 
with groups of florists' flowers shown together as full-page folio blocks. It 
may be mentioned m passbg that late seventeenth-century editions of both 
Gerard’s and Parkinson's works illustrated with wood-blocks were seen for 
sale m Charbg Cross Koad, London, during 1950, marked t^'cnty-five 
sbilHngs each. The English production of botanical w^ood-cuts appears to 
have been negligible, the majority appearbg b herbals liavmg been hired 
from Contbentd prbtcrs. 

Floral illustrations from copper plates began to appear m botanical books 
from the middle of the eigbtcenili century. The French flower engravers 
improved upon the method, and by the end of the century had freed them¬ 
selves of the limitations which had fbnneriy cramped their art. Engravbgs 
were produced which to this day are considered patterns of perfect flower 
anangemeiits. These liighly decorative prints are prized by collectors. 

Just as English gardeners of the eighteenth century differed from theb 
Continental confreres in garden treatment, so did botanical engravers differ 
m developing flower-prbts, a hitherto neglected aspect of the engraver’s art, 
A most biporunt achievement b diis cotmection was the bvention b 1720 
by James Christopher Le Blon of a process of colour-printing from metal 
plates. He named his productions ‘prbtcd pabdngs’, pobtbg out that this 
three-colour process depended upon Sir Isaac Newton's theoiy' that all visible 
objects could be represented by combinbg the three primary colours, red, 
yellow, and blue. Actbg on this principle, he employed three plates, one for 
each colour, b addition to die key plate with dark grey or black ink. These 
he combined m a varict)' of ways, achicvmg pictorial effects hidicrto deemed 
impossible. Strangely enough, probably because no record was kept of his 
method of purifybg the colour pigments, the process was discontmued after 
Lc Blon's death. 

The first botanical prints known to have been produced by the Lc Blon pre^ 
cess were fifty-two ‘mezzotbts printed in colour' for John Martyn’s Historia 
Plamanm Ruriortm (1728-36) and published by the Society of Gardeners, 
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The excellent drawings^ which still exist, were prepared by Jacob van Huysum 
and engraved in the Le Blon method by E. Kir kali. The results were not 
very successful, the colours seldom being true to life and someDn;es en¬ 
livened with water-colours. Foliage consistently appeared as a mossy green. 
Examples of thee prints, which appear to have been issued singly, arc now 
liiglily valued. 

Although Martyn’s effort was a financtal failure, there followed in rapid 
succession, until early in the nineteenth century, other botanical works more 
sads&ctorily illustrated with hand-coloured prints. Some of these were im¬ 
portant milestones in the world of horticulture. The first was Catalogus 
Piantarum published b 1730 by the newly established Society of Gardeners. 
Bound all together at the end of the volume are twenty-one coloured plates 
by Jacob van Huysum, some of wliich display several fiower illustrations. 
The majority were etched by H. Fletcher; others were engraved by Kiikall 
usmg the Le Blon process. 

In the same year Robert Furber, who styled himself‘a gardener over against 
Hide Park Gate at Kensbgton’, made gardenmg history by publishbg the 
first illustrated seed catalogue m England, Twe/ve Months of Flowm was an 
elaborate folio volume produced m Ae grand manner and containing twelve 
very' handsome plates engraved by Henry Fletcher after pabtbgs by Peter 
Casteels and ‘coloured to life'. The miposbg frontispiece has a wide border 
of botanical specimens m colour enclosbg a long list of emment subscribers, 
includbg the Prince of Wales and a few dozen pecmsscs. 

Tweltv Months of Fhwers is not only a record of eighteenth-century flowers, 
but the plates also inaugurated a new type of fiower arrangement m England, 
although for more than thirty years fashionable in France. Flowers from 
Furbefs nursery stock and characteristic of the twelve montlis of the year 
are displayed, arranged b as many different silver-gQt bowls elaborately 
embossed. Among tl^c four hundred flowers listed and illustrated are some 
twenty-five which Furber had just received from America and was offering 
for sale for the first time. In each picture the flowers are all numbered and 
listed m a panel below. No text accompanied these prints, which spoke elo¬ 
quently on their own behalf To collectors more than two centuries later dus 
folio set of flower-prints holds greater appeal than most others of the eighteenth 
century. 

Reduced versions of Furber’s flower-prints were popular for more than 
three decades, being pirated several rimes before 1760 by publishers anxious 
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to exploit their decorative value: there was no adequate copyright protectioti 
in those days and none at all before 1736. Futber himself issued a reduced 
version in 1732 under the title of The Flower Cardeti Displayed: 4(^0 Curious 
Represeiitatiotis of Bemitiful Flowers. This was oft’ered ‘not only to the Curious tti 
Gordeuirtg, but the Pritits likewise for Painters, Careers Japautiers, etc., also for 
the Ladies, as patterns for Working, and Painting in Water Colours; or Furni¬ 
ture for the Closet’. Each plate in this slender volume is accompanied by about 
eight pages of descriptive letterpress. They are, however, extremely poorly 
engraved and the colours could not have been more carelessly applied, in 
many instances bearing no resemblance to diose in the original folio volume. 
Nevertheless, these prints are higlily valued. 

The name of Philip Miller is closely associated with that of Roben Furber. 
Miller was the greatest horticulturist of his day and an cxcellenr botanist, 
always to be remembered as the author of die monumental Gardeners Dk- 
tiouary, first published in 1724- One of the later editions is illustrated from 
three hundred copper plates, some drawn by G, D, Ehret. Inexperienced 
collectors should note that ihustrations in copies of this volume have been 
hand-painted in recent years and sold at greatly enhanced prices. 

During the late 1730s, Elizabeth Blackwell wrote A Curious Herbal containing 
five hundred plates drawn, etched, and coloured by herself. As the plates were 
intended for colouring by hand, the ctcliing was reduced to an outline with a 
minimum of shading. Uncoloured copies of the book were issued and these 
are now to be found embellished with modem water-colours. 

When Charles Linnaeus in 1735 published his Sysretna Naturae, in which lie 
presented a new principle of classification and system of nomenclature, he 
influenced die entire world of natural science, including botanical artists. 
The latter, from 1740, endeavoured to make botanical illustrations as scien¬ 
tifically accurate as possible, as well as handsome to the eye. 

G. D. Ehret, who for a short period was associated with the great Lmnaeus 
himself, produced extremely beautiful and accurate work, all signed and 
dated. Much of lus painted work was on vellum, and instead of the transparent 
wash so beloved of his contemporaries he preferred to use body-colour. This 
genius among botanical artists engraved some of liis drawings, notably for a 
series of travel books, such as Pococke's Descriptiou of the East (1743-45); P. 
Browne’s CjVj 7 and Natural History of Jamaica; G. Hughes’s History of Barbadoes 
(1750): P. Russell’s Natural History of Aleppo (1756). His most impressive 
engravings are to be found in his own work, Plantac ct PapiHones Rariores 
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(1748-1749), The colour work here i$ carried out with infinite care and 
patience, 

A survey of the beaut)'" and variety of flowers that bloomed in English 
gardens durbg the latter part of the eighteenth cctitur)" is shovtTi in the 
remarkably decorative portrayab by John Edwards in his British Herbal^ The 
first edition^ published in 1770, contained ‘the most beautiful and exotic 
flowers and useful medicinal plants which blow in our English gardens t 
illustrated in a collection of one hundred coloured plates. Most o f these prints, 
which included roses, irises, anemones, pansies, daffodils, sunflowers, holly¬ 
hocks, and primulas, were drawn and engraved by Edwards: others bear the 
name of J. Fougeron as engraver. 

Later in the century, between 1783 and 1795, Edwards produced another 
splendid work: A C&Uecthn of Flomrs, dratm after Na/nre, atid disposed in an 
OrnametUal and Picturesque Manner, This folio contains eighty magnificent 
plates unaccompanied by text, drawn and engraved by Edwards and splendidly 
painted. Because of the excellence of his composition and the simplicity with 
which the designs were executed, John Edwards is considered one of tlie most 
collectable of English flower-print makers. 

A contemporary' of Edwards celebrated for his aicouragement of exotic 
botany was Dr Robert John Thornton, Not only did he grow beautiful 
flowers, but he lectured on medical botany at Guy s Hospital, London, and 
published some delightfully illustrated volumes. The most important of these 
was The Temple of Flora, containing thirty beautiful plates produced on a 
larger scale than anything previously engraved as Enghsh botanical illustra¬ 
tions. Thornton himself was responsible for one of the pictures, perhaps the 
best known, a group of roses against a landscape background. For the re¬ 
mainder he employed a series of capable botanical artists^Peter Henderson, 
Philip Rcinagle, Abraham Pcchcr, and Sydcnliam Edwards. More than a 
dozen eminent engravers, such as J. Ward, R. Earloni, and R. Dunkarton in 
mezzotint, and T. Sutherland and J, C, Stadlcr in aquatint, made the copper 
plates. Mezzotints are rarely found illustrating botanical subjects, Earlom 
being one of the finest exponents in this work. He is specially known for his 
flower groups after Jan van Huysum and J. van Os. 

The flowers were all set against natural backgrounds. Thornton himself 
explained this in his introduction: ‘Thus in the cereus you have 

the moon playing on the dimpled water, and the turret-clock points XU, the 
hour at night when this flower is at its full expanse. . , * The set of original 
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paintings, valued by Tliornton at vanished. Many unbound 

sea of d^esc prints were issued. 

Thornton achieved his desire in making the plates for his Temple of Flora 
the most magnificent that had ever illustrated Linnaeus’ sexual system, but, 
unfortunately, printing them in colour was so costly, at a time when die 
market w-as flocked with botanical worb, that his venture resulted in financial 
failure. 

William Curtis, an outstanding botanist of his period, was the founder of 
a publication which he quaintly tided Botauical Mag^aziiie; or the Flower- 
Garden Displayed: in which the most Ormmetital Foreign Plants cultivated in the 
Open Ground, the Green-House, and the Stove are accurately represented in their 
natural Colours. Published firom the Botanic Garden, Lambeth Marsh, this 
was the first botanical periodical. Issued in monthly iiuntbers, each costing one 
shilling and containing three hand-coloured plates, with comprehensive de¬ 
scriptions occupying die whole of the opposite page, the Botanical Magazine 
met with the approval not only of botanists but of the laity. The journal has 
appeared regularly ever since its foundation in 17S7 and is today published by 
the Royal Hortictdcural Society. 

Curtis resolved that the illustrations in his magazine should be of a con¬ 
sistently liigh quality. The majority of the plates in die volumes which he 
edited until his death in 1799 were designed and drawn by his close associate, 
Sydenham T. Edwards, wi^ T. Sansom as engraver. There has been much 
speculation as to the origin of unsigned plates in the early numbers. The 
general opinion is tliat they w^re the work of Curtis himscll; others suggest 
that they might have been done by that excellent but little-known botanical 
artist Phillipa Crabtree, who produced some very accurate and beautiful 
drawings during the late years of the eighteenth century. 

James Sowerby, whose name appears ‘del. et saiip.' on some seventy prints in 
the first four volumes, became renowned for his botanical drawings. He was 
responsible for 2,500 drawings in the thirty-six volumes of English Botany 
(1790-1814). Sowerby's original drawmgs for this great work are preserved 
in the Natural History Museum. 

Because of improved methods in transport, exotics came pouring bto 
English gardens from every climate throughout the Georgian era. Many excel¬ 
lent records were kept of these, some being published in colour-illustrated 
volumes. An ambitious effort was made by Henry C. Andrews between 1797 
and 1812, when he issued the ten-volume work The Botanist's Repository 
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for New and rare planti, cofttainittg cofotired figures of mcb plants as have not 
hitherto appeared in any similar publication. Each volume was accompanied 
by more than scvencj' coloured plates. From the total of more than seven 
hundred prints it is possible to get an excellent idea of the exotics intro¬ 
duced into English gardens during the eighteenth century. Andrews often 
painted, engraved, coloured, and described his prints, which were also sold 
singly. 

Towards the cud of the century varieties of certain flowers had become so 
numerous that entire volumes were devoted to single plants, Henry Andrews 
published Coloured Engravings of Heaths: the Draivings Taken from Living Plants 
in the Collection of the Marquis of Blandford. In this book, begun in 1784 and 
dated 1802, multicoloured blossoms, red, yellow, white, lavender, and pmk, 
axe pleasingly represented in tliree hundred hand-coloured etchings. 

Andrews was also responsible for a monograph. The Genus Geranium (tSoa- 
1830): the tones of the colours arc much softer than those used in the Repository. 
His best-known work was A Monograph of the Genus Rosa (1805-28), now 
valued at more than ^£350. The decorative drawings were carefully made, 
but the colours arc deep and strident. In some of the plates, however, the 
lines arc so heavy that they tend to spoil the beauty of the flowers, 

Mar)" Lawrance in 1799 had already published A Collection of Roses from 
N<J/ffrc, a folio monograph containing ninety hand-coloured etchings. On die 
tide-page Miss Lawrance describes herself as a teacher of botanical drawing at 
No. 86 Queen Anne Street East, Portland Place. Like her fellow craftsmen 
John Edwards and Henry Andrews, she was artist and etcher as well as pub¬ 
lisher. While her plates are very decorative, critics have condemned them as 
botanically inaccurate. 

Another woman artist celebrated in the botanical field was Mrs Edward 
Bury, of Liverpool, She produced a colour-plate folio called Selection of Hex- 
andrean Plants (i S31-34), for which R. Ha veil prepared fine-grained aquatints, 
partly printed in colour and band-touched. At the same time fiourkhed 
Mrs Withers, fiower-painter-in-ordinary to Queen Adelaide, who held a con¬ 
spicuous place among botanical illustrators. 

Some collectors specialize in prints in which the artist has displayed his 
flowers in bouquet arrangements. The print'^clicis Saycr and Bowles added a 
few examples of bouquet arrangements to the rather meagre output of such 
prints in the eighteenth century. When, however, in the early nineteenth 
century the fashion for drawing and painting flowers in water-colours was 
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absorbing tbc arcenrion of young ladies^ more prints displaying flower arrange¬ 
ments began to appear, Ackermaim published A Series of Tliiriy Studies from 
Nature in 1S12 and the very scarce work of Gartside furnished a few more. 
The Green brothers used mezzotint for their half-dozen plates ot delicate 
bouquets. There is a delightful lithograph by Clara Maria Pope showing moss 
roses in a blue and white vase, published in rS^z by Samuel Curtis. Some of 
Mrs Pope’s work appears also in Bwur/cs of Flora by Curtis, and she illustrated 
his monograph The Genus Camellia in 1819- 

Botanical illustrators for whose work collectors should search include 
William King, Frederick Nodder, John HiU, Robert Sweet, Benjamin Maund, 
George Loddiges, William Baxter, and many others. 

Collectors of botanical prints should have some knowledge of the various 
graphic processes exemplified. Etching and engraving were most frequendy 
used and are to be found combined on a single plate. Stipple is scarcely repre¬ 
sented at all in botanical illuscracioti, on account of the high degree of skill 
required in its dheient accomplishment. It was occasionally used by Willianr 
Hooker, official artist to the Horticultural Society in the early nineteenth 
century. Hooker's work is noted for a particularly obnoxious sliadc of green. 
Another interesting feature of his work is the use of an irregubr network of 
lines for the mote heavily shaded parts. 

Lithography was Uttic used for bocajiical work: William Roscoes in Mefuni- 
dreatt Plants (1824-28), Knowles and Westcott in Floral Cabinet (1837)1 ^iid 
j. Bateman in Orchidaceae of Me^^Uo and Guatemala (1837-41) were among the 
few who used this process. With other processes employed in botanical illus¬ 
trations, lithography was superseded fironi the late 18305 by steel engraving. 
Walter Hood Fitch, the eminent Victorian botanical artist, is, how'ever, 
notable for his lithographs made from his own drawings. They are character¬ 
ized by the skill with whidi he seized the essential features of his plants, 
his keen sense of form, and his method of arranging his subject witliin 
the rectangular borders of the print m a maimer reminiscent of early wood- 
cuts. 

The art of wood-engraving, as distinct from wood-cutting, was developed 
towards the end of the eighteenth century by Thomas Bewick: he demon¬ 
strated die potentialities of the new art and was capable of reproducing detad 
as finely as was possible with copper-platc engraving and at much less 
cost. Bewick engraved wood-blocks from John Henderson's drawings for 
Thornton's New Family Herbal (1810). The process appears to have lapsed in 
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connection %vith botanical illustration until 1830, when there came a number 
of very capable exponents in this medium. 

The artists employed in colouring botanical prints necessarily possessed a 
quick eye for detail and accurate colour tints. They usually worked for the 
printer on liis premises, using his tools and niaterials. An eighteenth-century 
text-book, in discussing such work, notes that the colouring of the prints is 
performed cither by spreading opake colours so thinly on the subject that the 
full effect of the prinring may appear under them, or by usmg transparent 
colours, which stain the ground and dry away without leaving any opake 

body; tliis last method is called - 

The hand-made paper upon which the engraving was printed for subsequent 
enrichment with w'ater-colours was known as cartoon paper. It was hand- 
glazcd to secure the impression of the finer lines and touches, and to enable 
colour-washes to be thin and smooth without obliterating the printed design. 
Before colour was applied, the cartoon paper was primed with isinglass size 
prepared with sugar candy or honey. When common paper was used, as 
would be the case with the less expensive book illustrations, it was made 
stronger and more fitted to take die water-colours by smoothly brusliing the 
back with starch boiled in water to a moderate consistency, and a little 
isinglass added. 

Sixteen colours were at the disposal of the commercial print painters, 
classed into three groups—opaque, semi-transparent, and transparent. The 
first two groups were tempered with isinglass size before being applied to the 
paper: colours of the tliird group were mixed with water. The colours used 
were: 

Opaque: vermilion, verditcr (blue), ultramarine, turpeth mineral (a yellow 
made from a mercury preparation). 

Semi-transparent; carmine, bistre, gall-stone (yellow), lake, Prussian blue. 

Transparent: red ink, Indian ink, brown from liquorice, purple from log¬ 
wood, gamboge, yellow berry w-ash, blue from litmus, green from verdigris 
in vinegar. 

Close inspection of genuine prints in a museum or retcrence library will 
enable a coUeaor to judge if the colours named have been exceeded in a 
recently acquired print. In such a case it will have been painted m recent years 
b order to sell at a fictitious value. In fine prints pamted in an artist's studio, 
however, the colour palette might be considerably enlarged by the use of 
expensive paints. 



loo. Mircli. from Tunhc Mofuhs 4 by Mohvri FLirbx^f. i 7 p. Thirry-tbtir spring rioxvers arc 
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J01 Muinjsa^^rmtditiora^ large^flwwer- 

ing scmttivc phm - from Thornion's TanpU of 
Phra paincccf by R^ini^glf and ciigravcd by 
Stadicr, complete W’kti llumming birds ii\d 
astonishL'd abanglnc. 

102 [jTfpoi'i')^ CtTcipjiinii inaispUiiium by Henry C. 
Edwards, 1^0$. m artist whose dbtinctivc ^cylc 
and striking colonrs arc tiow much sought after by 
collectors. In the S^aUirtjl Niiiary Afiweriiw^ LohJoik 


105, A delightful group of ftwipitjiW, drawn by 
Henryk N* Huniphryoi, from Mrs London’s Briiislt 
H 7 W f/ou^Wp ES45. In iht Niminil Hisiory iXfusvuifh 
Loudon. 
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io\ A graccfLil and infoniiativcscijdj^&f the.- 

Jviarf double pi>ppy by John Edwards from his 
work, iti which the dele is scU^'xplanaiorv^ A Co^- 
Ifititni offtou*i'ri driiu*ii iificr Ntiiur^r and dispeStrd m apj 
Onutmotial titid Aftipiirtr, 

105 Camaiions^ from a paindng by 

Mrs Clara Pape reproduced in ^rf FA^ru, 

1K06-20, by the imrseryman S^niticl Curtis, A 
rival lo Thomunrs Temp/r Phra^ even larger 
and equally uneconomic, Itt iht- Xiiiurat Hhiary 
Mitsettm, LondiUP, 


lotjt, A wonderful study in textures by Pierre- 
Josepli R^Hloute: La Duchesse d^OrtcaiiSt from his 
work (SZ4. fii f/w Hilary 

MuSi'uin, LiurdiuP, 
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107. A kluvc club^, pjn of a pack found in the covers of an old book in 
iS^E. This pick has been ascribed to the fifiecnih cernury. The outlines arc 
ffonn wood blocks and ihc colours stencilled. In thv Bnitsh Mnsam. 




[oK-iri. Marlborough's victories, the dhputi-s re¬ 
garding the Spanish succession^ and ocher events in 
the reign of Queen Anne^ arc elaborated on this 
pack+ which can be dated exactly to 1707-H. /w the 
l lctofin tmd Allurt Musamt. 



112-115. Hxampli^ from a pack dating to George Ill's rdgii, showing one of several unsuceessful attempts 
to change the conveiicioi^al suit marks and court cards: here the four suits are pikes, topazes, clovers^ and cups 

or thalim. /fi j'/jc I YrJuria timt Athert Munrttm. 
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A number of now rare instruction books purporting to teach the art of 
botanical illustracton were published during the early nineteenth century. 
Patrick Syrae and Edward Pretty issued suck works with coloured illustrations 
in iSio. Among the more notable of such books published during the next 
twenty-five years were George Brookshaw’s^ Nen* Treatise on Flower Paintings 
1816, and James Andrews's Lessons i>j Flotner Paintings 1835- 
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English Playing-cards 


E vbr smcc the first playing-cards were laid upon the table they have 
provided an absorbing pastime for all classes of people. Collectors with 
a love of social history and the patictice to hunt down the rarer but by 
no means prohibitively expensive specimens, will find illustrated on the faces 
of pla'j'ing-cards the modes and manners of English life presented wholly widi 
a view' to contemjxirary appeal, with no thought of an appreciative posterity. 

Lihe dominoes and niah-jongg, playing-cards originated in China, probably 
during the eighdi century, reaching Western Europe some time in the thir¬ 
teenth century. Authorities generally give the date as 13,92, but the manu¬ 
scripts of Pipazzo di Sandro note their existence in Italy before 1299. In 1332 
Alfonso XI, King of Castile, forbade the knights of his band to play at c^ds 
or dice, and in 1337 the Statutes of the Abbey of St Victor of Marseilles 
refer to parchment playingn^ds, A typical pack might then contain at least 
seventy-eight cards, divided into suits of ten spot cards and four court cards 
each, together w'ith a joker, and twenty-one emblematic cards known as 
atouts and resembling all manner of strange things from Cupid to Death. 
Suits of swords, cups, money, and staves represented four sections of society: 
military, church, merchant, and peasant. Makers of such packs arc known 
to have been firmly established in London and other English towns by the 
end of the fourteenth century. These early packs were used for games much 
resembling chess; they are still used by-fortune-tellers. 

Early in the fifteenth century the pack of fifty-two cards was introduced 
into England from France. From their suits of clovers, squares, hearts, and 
pikes are derived present-day clubs, diamonds, hearts, and spades. Card-playing 
was simpler with such packs, and so enamoured became the working popula¬ 
tion that archery practice tended to be negleaed. This occasioned Edward IV 
in 14B0 to enact that no male between the ages of seven and sixty, unless of the 
noble or merchant class, might play at cards except at Christmas and then only 
in his master’s house and presence. This embargo on card-playing continued 
for half a century. 
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High prices were paid for colourful packs widi court cards designed and 
painted by artists formerly engaged in illitniinadng manuscripts. The skill of 
these artists established a treatment in playing-card design which has never 
been superseded. Gilded and painted in brilliant colours, these early cards of 
parchment or varnish-stiffened fobric are the loveliest and most prized of all. 
The ait grew up alongside the painting of religious portraits, and the ‘devil’s 
paste boards' often emanated from the same studios. A number of these artists 
later became portrait miniaturists. 

Costumes on English court-cards became more or less stabilized early in 
die sixteenth century and have remained basically unchanged for about 450 
years. The queen, wearing queer lappets over her ears, represents Elizabeth of 
York, wife of Henry VII and mother of Henry Vlll—the original of the ermine- 
trimmed king ornamenting English playing-cards. No matter on which suit 
the queen is found she is always shown holding the White Rose of York, 
signifying that by her niarriagc the Wars of the Roses came to an end. The 
style of wearing the cto%vn on the very back of the head was introduced by 
the mid-EUzabethan card-makers. 

The knaves, with their flat caps, ‘broade on die crowne like the battlements 
of a house', resemble figures sllo^vn. in paintings of the period, and their 
'striped stockings, red, greeiie and yallowe’ arc to be found in many con¬ 
temporary wood-cuts. Why the knaves of hearts and spades are always in 
profile, while those of diamonds and clubs are full-faced has yet to be dis¬ 
covered. In a pack dated 1440 they arc shown in exactly similar positions. A 
knave-valet in the sixtcendi century was a son: only later did the word come 
to mean a rogue. The use of the word ‘pack’ is comparatively recent: Eliza¬ 
bethans referred to a pack as a bunch of cards, and during the following 
century it was known as a 'pair of cards'. 

While exquisite craftsmanslup might be lavished on a comparatively few 
packs of cards, a less discriminating public perforce used playing-cards pro¬ 
duced less expensively by a process already practised for centuries in the East. 
During the Elizabethan period, when paper was becoming more common, 
playing-cards were printed by relief methods, the outlines of the various 
symbols being cut upon blocks of hardwood which were inked and stamped 
upon the cards. Spaces between the stamped outlines of court cards—then 
known as ‘kings and coate cards'—were hand-coloured. 

The intaglio method of printing court-card outlines from copper plates 
may be detected in some English playing-cards of the early seventeenth 
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century. Shop inventories of this period show that general traders stocked 
playing-cards at prices varying &om l-|d. to 2 §d. a pack. The 15S5 inventory 
of Robert Lambe, of Newcastle, refers to ‘xviij douzen of playing cards, 
of the blewe bore, at 2s. the douzen, 36s,’ Tlie wild boar, printed in blue, 
was the mark of a master card-maker of the period and was later registered 
with the Card makers’ Company. 

So considerable were the profits on playing-cards that Edward D'Arcy, an 
Elizabethan courtier, persuaded the Queen, in consideration for an annual 
payment to her personal purse, to grant him a monopoly of the entire industry. 
But the master card-makers so vigorously resisted this illegal tax that they 
ivon the first decision ever made by the courts ag^st a monopoly. James I, 
however, sold Six Charles Conningsley a patent of monopoly by which he 
received ‘five shillings upon every grossc of Playing Cards imported into this 
kingdom’. 

The London card-makers were now a numerous body etn ploying more 
than two thousand craftsmen, and in 1628, under the protection of a royal 
charter, they were incorporated into a guild known as The Master Wardens 
and Commonalty of the Mistery of the Makers of Playbg Cards of the City 
of London. Only Company members were permitted to make playing-cards 
within a ten-mile radius of the City of London, and master card-makers pro¬ 
tected their trade-marks by registering dicni with the Company. The chatter 
Tvas granted on condition tliat the King received two shillings on every gross 
of packs made and scaled, with an extra shilling for the ‘Inspector of all Pla)Tng 
Cards’ appointed to seal them. This tax was levied without the consent of 
Parliament. 

The stendlling method of colouring court cards came into general use 
ftom about this period and continued until after 1830. The outlines of the 
court cards were printed fiom two pearwood blocks. One block was cut with 
two sets of four kings and four queens, together with two each of the knaves 
of clubs and spades. The second block was cut with ten each of knaves of 
hearts and diamonds. This acrangetnent was convenient because the figures on 
the first block were coloured red, yeQow, blue, grey (a diluted blue), and 
black, while die figures in the second block contained no black. Five impres¬ 
sions of the king block were taken to each single one of the red knaves block. 
This gave court cards for ten packs. The pip cards had a printing-block for 
each suit, each containing the cards for two packs. 

The colours were applied to the outlined court cards by means of paper 
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stencils stiffened by painting each side with several coats of oil paint. A separate 
stencil was required for each colour; these were made with a sharp-pointed 
knife by cutting out the spaces in vvliich each colour was to be laid on. 

After the cards had been illumined, each sheet was heated singly on a 
square, flat-topped stove, one sheet against each side and one on the top. As 
soon as the colours had dried and while the sheet was still warm, they were 
soaped on both sides with a threo-inch-thick rubber made of old beaver bats. 
The sheets, still warm, were polished with a calender stone and then placed 
beneath a press to make them perfectly flat. They were aftcrw'ards cut into 
individual cards by means of a blade hinged to a bench. 

Pbying-cards decorated with copper-plate picture-engravings are now 
valued by coHeaors. The earliest of these omatc packs date from shortly after 
the restoration of the monarchy in 1660 and the fashion continued for two 
centuries. Aldiough the cards were plain-backed, the face of each was so 
elaborately ornamented that die suit and value were restricted to a narrow 
strip across the top, and even this strip might include an arabic numeral in 
die centre relating to the picture below. Here were the forerunners of the 
modem comic strip, each card contributing an incident in some naively 
horrific tale, such as the Duke of Monmouth's rebellion or the Titus Oates 
plot. On some seventeenth-century packs the suits and numbers were tucked 
obscurely into a comer to aUow more space for the pictorial prints, wliich 
might consist of any subject, from the crudest lampoon to instruction in 
trades, heraldry, music, geography, Latin, or die alphabet. By the end of the 
century the top left-hand comer of such an ornamented card might contain 
a miniature representation of an ordinary playing-card to denote its suit and 
value, still leaving the rest of the card for illustration. In diamond and heart 
suits these miniatures were coloured red. 

The earliest pack of geographical cards appears to have been issued in 1665 
by H. Winstanlcy of Lothbury: a complete set is in the British Museum. In 
tills pack, hearts represent Europe, diamonds Asia, spades Africa, and clubs 
America, Packs illustrating the counties of England and Wales were issued in 
1675, 1680, i6gi, and 16^. Other scvetitcendi-ocncury playing-cards which 
collectors look for include Richard Blomes heraldic pack of 1675; arms of 
English peers, 1686; arms of the nobility of Scotland, 1693; love mottoes, 
1699, and a fortuiic-tciling pack of 1665. The latter consists of fifty-two cards 
with two others of explanatory matter. In tlic upper left-hand corner of each 
card is the usual suit sign, and die cards in each suit are numbered I to XIII. 
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The cards bearing the odd numbers each bear a circle with signs of tlie zodiac 
upon them, the even-numbered cards each holding thirteen numbered answers. 
The process of telling the fortunes was very complicated, but such cards seem 
to have been issued &om time to time during the next centur)', 

^ of historical playing-cards was ii^ucd during the late sl\ enteenth 

and early eighteenth centuries, recording many important cven^ in quaint 
engravings and accompanying captions. Tlic printing on many ol these cards 
appears blurred, so wom\vcre the copper plates from use on many packs. 
Among the most elaborate of the historical scries is a pack known as ‘Marl¬ 
borough’s Victories’, illustrating the story of the dispute concerning the Spanish 
succession and other events from ryoo until the end of Many of these 
show land and sea battles. Other packs in die series include die story ofjamcs II, 
issued in 1689, and the 'South Sea Bubble’ pack, issued in 1720 by Carrington 
Bowles, of St Paul’s Churchyard. Bowles was associated with many sets of 
playing-cards and printed fans, the ornament ranging from the lyrics and airs 
of Gay’s Opera, written in to various lively sets of fables and 

amatory verses illustrated widi excellent mezzotint engravings. 

The weekly journal ApoUo, in 170S, advertised: ‘Cards curiously Engraven 
on Copper-plates, wherehi the Principal Rules of Vulgar Arithmetic are truly 
stated, that any Person of the meanest Capacity may arrive at a Competent 
Understanding of Accounts, by the perusal of them. Price is, ed. per Pack. 
Proverb Cards Curiously Engraven on Copper-plates, with Figures represent¬ 
ing the Proverbs to the Life. Price is. 6d. per Pack. All sold by W. Warter, 
a"]. Lendial, Stationers, at die Talbot near the Mitre Tavern, A J. Mayo, 
Stationer A Printer, over against Water-Lane in Fleet-Street: Likewise King 
Harry’s A all other sorts,’ 

Collectors’ packs of die eighteenth centmry mclude ‘Aesop’s Fables’, 1759; 
‘The Ruler of Europe’, by Rowley A Company, 1769, and ‘London Street 
Cries’, after Wheatley’s engravings, 1795. In 1781 Rowley A Company issued 
pkying-cards widi the suits resembling those of the fifteenth century in which 
spades were replaced by blue pike-heads, clubs by green trefoils, and hearts by 
red chalices, and the diamonds were yellow and faceted. The court cards show 
die reigning monarchs of Great Britain, France, Spain, and Prussia. 

In addition to the many educational pacb issued throughout the eigiitccnth 
century, picture cards were published for children’s amusement from about 
1780 until 1850, the most collectable being issued by John Wallis, Ludgatc 
Street. These were chiefly devoted to stories of historical events, biographies 
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of celebrities, and fiction, some of it comic. Many of these liand-colonred 
cards arc highly pri2ed, such as some of those bearing the signature of Deighton 
and other well-known artists. 

Ornamental packs consisting of what are now known as transformation 
cards were first issued in London during 1808. These reflected the coarseness 
of contemporary humour, while emphasizing the vividness of caricature^ at 
the period. The distinctive feature of transfonnation cards is the incorporation 
of the requisite number of suit signs as proniinent features in each picture. 
Hearts might serve as men’s hats, or their roseate faces; diamonds as parts of 
ladies' dress; clubs and spades as carved motifi in Gothic furniture. 

Making transformation cards became a fashionable pastime, pen and ink 
bemg used to convert the suit signs of an ordinary pack into designs having 
topical or personal associations. A transformation pack drawn by Count 
d’Orsay for Lady Blessington illustrates contemporary scenes, such as the sbe 
of diamonds bemg incorporated in a circus spectacle showing an equilibrist 
taking tea on the tightrope. It is difficult for the collector to discover if trans- 
fomiarion packs have been recently transformed; sometimes the ardst mi- 
knowingly uses packs of an obviously later date for tlie purpose, although 
printed transformation cards were issued as late as 1881 by Reynolds 6c Sons, 
the artist being H. Chapman. 

Transformation cards must have been difficult in play, the pips being 
obscured by their gay surroundings-—but then, even the plain cards of less 
than a century ago now seem difficult to play with, lacking even such refine- 
nvent as comer indices. Figure indices and rounded comers date from 1862; 
double-headed court cards from 1867. 

These and other pictorial cards were seldom, if ever, used by regular card- 
players; packs of purely utilitarian stencilled cards were issued in tens of 
thousands each year, and when in 1B30 Thomas Dc La Rue perfected a process 
for printing playing-cards by letterpress methods from blocks wicli oil colours 
their production was immeasurably increased. This process revolutionized 
the manufacture of playing-cards. 

The court cards were printed first in a blue outline, followed by yellow, 
flesh colour, red, and black printings; the pip cards required one printing only 
in red or black. Sheets of hard-siz^ white paper were used, accommodating 
tw'enty cards on each. When dry, these were piled alternately with die plain 
white sheets intended to form the card backs. Beside tlicse was placed a pile 
of If/erij, each consisting of two sheets of cartridge paper pasted together. 
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pressed, and dried. The card-paster took a sheet of white backing-paper from 
the first pile, brushed it with a strong adhesive of flour, gelatine, and watcct 
and laid upon it a /tAvis sheet. The upper side of this was then pasted. He then 
took OJS'O sheets from the first pile— a. printed one and a plain one^and laid 
them in place on the wet Uteris. This resulted in one complete sheet of cards 
with a white top sheet ready for the next pasting. So the process continued 
until a pile was completed. The pile was then placed in a screw press to squeeze 
out superfluous paste. 

Until about 1840 the backs of playing-cards were, viith few exceptions, 
quite plam, the surface of the hand-made paper being rough and easily soiled. 
Cards with smooth, enamel-finished backs, difficult to mark, appeared early 
in the reign of'William IV. These were coated witli a mixture of cluna clay, 
zme oxide, barytas, gelatine, and colour, then glazed by passing them between 
polished steel calender rollers. Not until 1840 were the backs of English 
playing-cards ornamented with intricate patterns, althougli such decoration 
had been patented by John Berkenhout in 1767. 

Although these plain cards of earlier centuries possess none of tlic pictorial 
aids to dating, it is still possible for the collector to place them in chronological 
sequence. Here the aU-important card is the acc of spades, for between 1712 
and 1862 this card was printed with a duty mark indicating that tax had been 
paid. The changes in the reigning monarchs and in the amount of the tax 
together form an accurate guide for the collector. No duty, of course, was 
payable on children’s cards such as arithmetical and other educational games. 

An Act of Parliament placed a duty of sixpence on each pack of playing- 
cards issued firom 1711, Because of widespread evasion, however, the govern¬ 
ment found it necessary to seal and stamp each wrapper and ‘to niark one 
card of each pack on the spotted or printed side’ as indication that duty had 
been paid. This was carried out by the Commissioner for the Scamp Duties 
on 'Vellum, Parchment and Paper’, from August 1712. The card selected for 
marking was the ace of spades, and until 1714 this was impressed in red ink 
with the royal monogram AR surmounted by a crown. After the accession of 
George i the monogram GR was used, this mark being stamped in red undl 
1765. The red ink on many of these early Georgian marks has foded, niaktng 
them difficult to decipher. The duty was increased to one shilling in 1756. 
Cards for export were now packed in a distinctive wrapper and one card in 
each pack w^as stamped ^vith a special export mark. 

Illicit packs were issued in large munbers and, of course, these were un- 
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Stamped. It became a felony, punishable by death, to counterfeit or forge the 
seal indicating that duty had been paid. !^ly in the reign of George HI an 
engraver named Harding was executed for engraving a duty ace of spades. 

This duty ace came into use &otn 1765. Playing-card makers were required 
to send to the Commissioners for Stamp Duties suitable paper upon which 
the aces were then printed. In the specify designed duty ace the spade was 
surrounded by a garter wreathed with laurels at the sides, surmounted by a 
crown, with the motto ‘Died et mon Droid on a ribbon below. The crown 
was danked on the left by the letters ‘GUI’ and on the right by ‘Rex*. On these 
f^rds there is no statement as to the amount of duty: the possession of the ace 
of spades itself indicated that sixpence duty had been paid, the remaining six¬ 
pence bebg levied on the wrapper, wliich was sent, already printed, to the 
Commissioners for over-stamping in red. 

The duty on playing-cards was raised to one sliilling and sixpence in 1776, 
the ace now being surmounted by the words ‘Sixpence Add' Duty*. When 
the tax was further increased to two shillings in 178P, the extra levy was sliown 
by printing ‘Sixpence’ on tlie left side of the duty ace, and ‘Add’ Duty’ to the 
right. When the duty reached haJf-a-crown in iSoi a further ‘Add’ Duty 
Sixpence’ was printed below the ace, making a total of three indications of 
sixpenny tax increases. 

In iSij a less clumsy method of denoting increased duty was belatedly 
devised. The duty continued at half-a-crowu and the same ace was used. The 
wording, however, was changed to ‘Duty’ at the top, ‘One Shilling’ to the 
left, and ‘Sixpence’ to the right. The remaining shilling was made up by two 
sixpeimy stamps embossed on the wrapper, one at the front, the otlier at the 
back. The ace itself was no longer deemed as having a sixpenny duty value. 
The style of lettering differed from that used from 1765 to 1815. Ace and 
inscription remained unaltered from i8zo to 1828, but with the addition of 
the letteting ’GUIl’ or ‘GIV’, The embossing of two sixpenny stamps on the 
wrapper continued. 

When the duty on playing-cards was lowered to one shilling in 1828, a new 
duty ace was designed by the Commission. A mass of intricate flourishes, this 
a: once became known as ‘Old Frizzle’. The ace of spades itself now displayed 
the royal heraldic quarterings, supported by a lion and a nnicom, and was 
surmounted by the words ‘Duty One Shilling’. Wlicn in iSda the duty was 
reduced to threepence, it was levied on die wrapper only: dicre was thus no 
duty ace, but playing-card makers continued to produce elaborately designed 
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accs of spades in which their names and trade-marks were incorporated. Some 
late nineteenth- and early cwcndeth-century aces carry the words Duty Three 
Peace When Used in Great Britain and Ireland’. 

To some collectors the most fascinating discoveries of all are those that can 
no longer be regarded as playing-cards at all, having been cut into four by 
some casual Georgian and their plain white backs used as impromptu visiting- 
cards. There is no knowing what illustrious name such a card may bear. 
Several such cards were found during house repairs in London’s Soho in die 
t920S, one being inscribed with the signature of Sir Isaac Newton. 







116-118. Tlircc Gtor^an duty aecs, to ri^qhl: 17S9-1S0T; 1776-89; 1S10-28+ in the I ifteriii iUtd Athert 

Mitseum. 





119-1^1. Typical cuurc cards from a pack dating to iboiit 18(0- The oudinc^ ire fiom wood'^^iits and the 
ctdoiiriiig h;wt been added by steneik^ Jip 4iriif A/imiffPi. 
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Valentines 


A SP AKKLING flavour of romance, an Lutriguing tang of Impetuous 
daring, the irony of an alliance between pagan god and a Christian 
I. saint—even today the collcaor of old valentines recaptures something 
of the de lights associated with this long-ncglected £bsti val. 

In pagan Rome, February 14 was a day of festival, the ceremonies including 
the choosing of partners for the fun, girls and youths being paired by lot. 
When die Christian Church became established the celebrations took on a 
Christian character in honour of St Valentine, who w'as reputed to have been 
mart)Tcd upon that day. A church was dedicated to him, a gate was named 
after him, and the old pagan February festival kept in his name. 

Choosing a valentine is not, therefore, merely a custom of Victorian days. 
It has come to us through the centuries, an innocent, homely festival, when 
gifts and trinkets might be given and verses interchanged. Chaucer and the 
Elizabethans sang of it and diarists often mention its expense. 

The collecting and dating of valentines is a fashionable pastime. Some col- 
Icctors incline to class those lovely andent madrigals of Charles d’Orleans as 
the very first, while others maintain tliat the earliest genume bit of paper 
poesy was the one Samuel Pepys records in his Diary on February 14, 1667^ 
‘This nioming come up to my wife’s bedside, I being up dressing myself, 
little Will Mercer to be her Valentine; and brouglit her name writ upon blue 
paper in gold letters, done by himself, very pretty; and we were both well 
pleased with it*. Pepys also mentions that his valentine to his wile cost him 
live pounds. 

Love-tokens made of vellum were known as ‘valentine pieces’ during the 
Queen Anne period. Constructed for complex folding to del)' prying eyes, 
they were decorated citlier with minute cut-work in paper of a contrasting 
colour or painted with birds, flowers, and hearts in brilliant hues. Anton 
Mauerl (1672-1737), who w'orked in London from 1699 to lyto, made some 
of the most exquisitely decorative cut-work papers intended for gift purposes, 
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Towards the middle of the eighteenth century, valentine pieces began to 
be replaced by love-letters in copperplate handwriting. These were quill- 
imeribed on folded sheets with head-pieces of suitable hand-painted pictures, 
such as a pair of lovers standing at a stile, or emulating Romeo and Juliet in 
the balcony scene. Dnring the 1750s and 17605, die couple would be dressed 
in the style of die Chelsea and Derby figures so much favoured in die porce¬ 
lain of that period. Valentiiie-iuaking had not yet become commercialized, 
the sending of a love-token being indicative of an elegant educadon, 

Valentines were first displayed in die windows of stationers* shops during 
1761, the coronation year of George Ul. Tliese were sheets of music enriched 
with hand-coloured pictures and son^. Soon they were joined by plain, 
folded sheets of flimsy hand-made paper, the centre of the front page being 
enriched with an appropriate design, such as a winged heart or a posy with 
verses above and below, printed in copperplate. The sender inscribed a message 
upon the inner leaf, using the old script, ancient spelling, and unexpected 
capitals of bygone days. An example dated 1764 now in the British Museum 
begins, ‘Dearest Fascinating Being, A willing captive 1 have been to your 
matchless Charms and Graces’, and ends ‘your devoted Love'. 

Designs became progressively larger, more picturesque, and of finer crafts^ 
manship during the remainder of the century. The collector wiU occasionally 
find a signed valentine belonging to this period, such as 'The Sailor’s Farewell’ 
engraved in bistre and inscribed ‘F. Barcolozzi, R.A.’ The paper used by the 
early valentine-makers often has a date incorporated in die water-mark. 

Meticulous scissor- or knife-cut valentines returned by 1765, lacy hearts 
pierced by arrows being set against black or coloured backgrounds. A personal 
valentine cut by Pamela Wainwright in 1773 consists of a white paper disc, 
six inches in diameter, adorned with eight cut-out hearts. Written in the 
centre is the famOiar verse beginning ‘The rose is red', 'with the sentiment 
‘Hopping, my dear, you will be mine’, inscribed below. Pm-pricked valen¬ 
tines of die same period are works of infin irr delicacy. 

From the early years of the nineteenth century the manufacture of valentines 
became an established trade rather than a stationers’ seasonal side-line or a 
young ladies’ amusement. An ever-increasing number of workers, chiefly 
women, found permanent employment, and by die time of the Great Exhibi¬ 
tion a considerable trade was carried on with the Colonies and America. 
Eugene Rimmel, of the Strand, London, estimated in 1S75 diat there were ten 
thousand full-time valentine workers in England. At diis time Messrs Goode 
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Brothers, of Clerkeiiwell Green, were spending each year on artificial flowers 
^50,000, lace paper satin ^3,000, and perfumes ^2,000. 

The lacc^bordcrcd valentine made its bow in about 1800 in the form of a 
card having a narrow, impierced, hand-embossed border. Central designs 
were etched, aquatinted or lithographed, and over-coloured by hand. The 
design contained a space in which the sender could write an appropriate verse, 
the reverse being used for a more personal and affectionate message. The 
earhest maker of embossed valentines was H. Dobbs, 8 New Bridge Street, 
London. The name is to be found impressed in the design. 

Embossed borders were first pierced in about 1810, but they still remained 
narrow. During the next twenty-five years, as manufacturing processes were 
improved, lace borders gradually widened until the tnost delicate and expen¬ 
sive examples were two inches or more wide. Rare old lace was copied with 
exactness, those made between 1840 and iBtJo being the ntost fascinating of 
all. Queen Victoria used lace-embossed folders supplied by Dobbs, upon the 
front of which were printed state banquet menus and royal command pro¬ 
grammes of concerts and other entertainments given at Buckingham Pabce 
and Windsor. These, like contemporary valentines, had the lacc-work en¬ 
riched with touches of gold. 

Valentines of this type were at first decorated with sprays of colourful 
hand-painted flowers. Then came the vogue for satin insertions as backgrounds 
for the display of central ornaments. Titc satin was pasted over the unembossed 
area of tlic card. To tliis were attached figures such as ladies in crinolines, 
amoTctci, doves, wedding coaches, birds’ nests, and a hundred other trifles 
which might be expressed in ricopaper, velvet, satin, feathers, or any other 
medium that apparently came to the notice of tlie designer. Some of the 
materials used from about 1840 were velvet, plush, net, spun glass, dried 
flowers, skeleton leaves, shells, seaweeds—even stuffed birds. 

A favourite scries of motifs for more than a quarter of a century were 
figures composed of busts and arms cut from frshion-plates, and dresses or 
rice-paper, with delicately painted faces. Applied motifs, hand-punched %vith 
dies on a lead block and afterwards coloured, also ornamented satin back¬ 
grounds. An experienced worker could ‘stick’ four hundred of these tiny 
motifs in an hour. Some excellent examples with embossed borders in gold, 
silver, or colours were issued by W. Windsor, who in 1840 signed his valen¬ 
tines 'cardmaker. Vineyard Walk, Clerkenwell’, 6*001 1844 as ‘Book and 
Print Seller’, and from i860 as ‘enamelled card manufacnirer’. 
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Aerophanc, a scim-transparent fabric resembling thin crepe, was used to 
produce a softening effect over some decorative modfs. Sonierimes only a 
central motif was veiled in this way, and it was used to mellow brilliant back¬ 
grounds. Usually a motif or inscripdon was applied to the aerophanc itself. 
It was also used to produce die impression of clouds. A scent-sachet, generally 
impregjiated with patchouli, the favourite perfume of die mid-Victorian, 
frequently accompanied valentines during that period. Other scents, less 
frequently used, were lavender, orris, and the tonka bean. The sachet was 
enclosed in a silk or sarin cover, itself wi thin one of lacy paper suitably em¬ 
bellished and inscribed. This type was a speciality of Rimmcl, who made some 
of the most elaborate and costly valenriocs. 

The Dobbs family was perhaps the most prolific maker of fine lace valen- 
dnes: a collection of their designs would run into more than two thousand 
items. The name is generally impressed at the foot of the design or upon some 
scroll or leaf in the embossment. It is possible to approximate their date by 
the style of the firm: H. Dobbs, 1803-1 ( 5 ; Dobbs & Company, 1816-38; 
H. Dobbs Si Company, 1838-46; Dobbs & Badcy, 1846-51; then Dobbs 
Kidd, 134 Fleet Street and 13 Soho Square. 

The signature of Rock Sc Company is embossed upon a very fine series 
of giant valentines with wide lace borders surrounding an embossed flower 
painted in natural colours, the botanical name being inscribed beneath. 

The lace valentines of Joseph Mansell, a licensee of George Baxter, display 
a feelmg of delicacy absent in the work of most of his contemporaries. Many 
of his fragile lace borders are outlined in gold, red, blue, and green, and some¬ 
times further enlivened with coloured backgrounds, usually gold. This style 
was extensively copied by provincial valentine-makers after 1S60: Mansell 
productions bear the name printed in beige. Of the coloured wax flowers and 
cupids which decorate many boxed valentines, few reach such a high quality 
of aafbmanship as those bearing Mansell’s name. He was also responsible for 
the very attractive series inspired by the work of William Morris, resernblmg 
old illuminated manuscripts. 

Lace edgings for valentines and other purposes were embossed by heavy 
presses worked by a manually-operated horizontal flywheel at the top. The 
press was sunk into the ground so that the embossing tools were at floor level; 
a small boy standing in a pit placed each sheet of paper between the tools and 
removed it after embossment. The sheet was dten ‘laced’ by being placed face- 
downward on the die firom which it had been stamped. Tlic raised portions 
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were then filed away by means of a broad, flat steel covered with glass-paper. 
From 1865 a machine using steam-heated tools produced open lace work with 
one pressing. The paper most suited to this work was imported from Augsburg, 
Germany, one of the earliest centres of valentine-making in Europe, Ordinary 
card or paper was difficult to lace. 

Lithographed borders date from the last few years of the eighteenth century 
and were continued on valentines for half a century. A popular valentine with 
a delicately lithographed floral border, doves and cupids in the comers, and a 
tme lovers* knot surrounded by hearts and classical figures, was first published 
ill 1803. The verses, which vary, are always quaindy amusing. The first few 
lines of one such valentine read: 

Oil Fehmary tUe thirteenth iaf 
My ValetilitK I dreu*t 
When everyone did choose his Love 
My choice it Jell on you. 

Lithographed borders issued between 1830 and 1850 were composed of 
delicate floral motifs entwined with ivy and fiistooned with garlands. Those 
enclosing hand-coloured engravings signed by J. Murray are well worth 
collecting. Contemporary 'with diese were locally printed valentines in black 
and white on flimsy paper. These were produced from copper plates hired 
from Kendrew of York, who had a fresh selection available each year. Valen- 
tmes from these plates were issued in large numbers to working-cla^ customers 
on account of the low prices at which they could be sold. 

Flower-cage valentines enjoyed a considerable vogue from about 1820. 
These fascinating trifles were introduced from France on single cards, but in 
London they were made in folding double sheets. The flower-cage was a 
central posy of higlily coloured flowers, etched and hand-painted upon very 
thin, tough paper, then cleverly cut in cobweb work, and invisibly attached to 
a card or folder. A silk or woollen thread hung from the central flower: when 
this was pulled the posy was converted into a cage disclosing to view some 
lover-like device such as cupid, heart and arrow, or a pair of doves painted 
upon the folder. Even a tiny painted mirror might be fixed there, 

Valentines with pocket-centres were introduced shortly afrer the flower- 
cage. The pocket, when unfolded, disclosed to view a tiny gift or a valentine 
message. These were hand-decorated with conventional motifs in vivid 
colours. Introduced at the same time, and made until about 1830, were valen¬ 
tines cut from a square of paper, first folded, the motifi then snipped with 
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scissors, and finally coloured. One cjcampic dated 1825 has a centre composed 
of red and yellow hearts, bordered with bright blue and orange flowers, die 
whole set in a crimson diamond. 

Valentines decorated with gold bronze were introduced by De La Rue 
shortly before 1S35 ^nd had a considerable vogue during the 1S4OS. The 
design was lithographed in yellow, then lightly varnished, and metallic bronze 
powder in various colours sprinkled upon it while still tacky. The border was 
elaborately patterned In gold bronze. This firm also produced some fine 
embossed valentines, die raised pordons of wliich were afterwards bronzed or 
silvered to give the effect of a metal frame. The girls employed in this work 
were more highly paid than those in other branches of the valentine industry 
as their lungs were affected by spreading the metallic dust on the wet ink. 

Meclianical valentines date from not earUer than 1&38 and were published 
in considerable numbers from about 1S40. They were printed fl'om stone in 
one colour, usually black, and afterwards tinted by hand. Figures constructed 
of cardboard with joints of pack-thread w'cre animated by operating a paste¬ 
board tongue or lever, thus converting a finely dressed lady into a parrot, or 
a man into a wolf, or showing a henpecked husband rocking a baby, and 
innumerable other scenes of a so-called humorous nature. Tlie majority" of 
these were made by the firms of George Meek, Crane Court, Fleet Streer, 
and Dean & Son. It was George Meek who first embossed the printed figure. 
Another type of movable valentine incorporated in its design a liingcd 
section which when fitted revealed a scene, token, or message appropriate to 
the occasion. Tlic side of a church, for instance, ivould open to disclose a 
wedding ceremony taking place within, and the hull of a rigged ship would 
fold back to reveal a handsome sailor receiving a message from Ids lady 
through the medium of a theatrical cupid hovering above. 

Tinsel-decorated valentines date from not earlier than 1840, the first being 
Issued by J. Brown, 2i Mercer Street, Long Acre, London. Tinselling or 
silking consisted of applying to the background design fliow'cr motifs and 
other ornaments punched from bright-coloured metal foil over paper baching. 
Some of the motifs required four or five cutters and punches to produce, with 
as many different-coloured foils. The glittering foils against the hght washes 
of paint in the background give an iridescent effect. Early examples in wliich 
each applied ornament is very small ate rare. Mr Jonathan King, whose collec¬ 
tions of valentines and Christmas cards occupy more than one thousand 
voliunes in the British and London Museums, confessed, after much research. 



idmi H i ll lw M aMrJlA /^: 
Ai*illi'V i£^ -rflEMf - -!M 

<Sf^4> i^ifc 1#^* '^"p/ ^it'^ ^ 

-- 


123-ljfi. Enjj;rnv4'd valcittiiici. 7 op Icfi: Hratid-coloLircd wtiod-cngr^iving of ihc 17S04. l\^p 
‘The Sntlor*s Farcwcir dc5igncd and engraved by liarEolazzi, k.A. Behm*; Two lith^^graphcd and 
hand-coloured vaicniincs of the inid^ninefecinJi eentur)* Tc»p It^ff fti rltv ctfHccthm; rhv 

n^itistmiii'r itf ^hv Mr M 'j7/iow H. 


IZtJ 













127 Wckh lovospoOrt- Front, 

sitlc^ a3id tuck views of 2. cage-spoon, prob¬ 
ably nude in North Wales. Dated on the 
back of the cage, 1667. In f/re 
Musetm 4 j/' If We?. 

{aivve^ rr^/ar), A gia[ii love-spooti Jroni 
Pembrokeshire. 27 inches long. In file 


1:^9. Two cleverly worked sailors* giit 
sptxms, each carseii from a single piece ot 
woodt the presence of a brge spoon bowl 
between two smaller ones indicatics a desire 
for a large fawtilv. h tkt S-athmt XUtmifn 
nWr^. 
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chat tlic process of tinselling had been lost. A fine series of valentines were 
those with cleverly painted portrait nimiaiurcs Oti ivory glued to a fringed 
silk background, covered with acrophanc, and enclosed in elaborate borders of 
real lace. These were the work of David Mosman of Islington, 

Crudely printed comic valentines in virulent colours were issued in tens of 
thousands each year during the 1840s and 1850s. They were intended mainly 
for die working classes and displayed ski^ on various trades, being addressed 
‘To a Baker', ‘To a Joiner', and so on, with humorous portraits of the crafts¬ 
men concerticd. S. T. Wood, J. L, Marks, and A, Park, all of London, were 
specialists in comic valentines, but many were produced by provincial jobbing 
printers. Comic valentines arc often vulgar and have litde appeal to the serious 
collector, but scarce specimens such as the burlesque breach-of-promise sum¬ 
mons signed by ‘Betsy Jane Wedlock. & Sarah Hann Catch-cm-Alive' as 
justices of die peace, are well worth preserving, ‘Cupid’s Official Telegram’, 
enclosed in an orange-coloured envelope, and ‘Bank of Love' notes, were 
issued during the early 1860s, but so closely did dicy resemble genuine tele¬ 
grams and five-pound notes that their sale was soon prohibited by the Post 
Office and the Bank of England, Examples are now rare. 

Names for collectors to look for, cither printed or impressed upon valen¬ 
tines, include the fbllow'ing in addidon to those to whom reference has already 
been made: London Lace Paper & Valcucinc Company, L, Addenbrookc, 
R. Carr,J, Fairbum, C. Howled, G. Ingram, G, Kershaw, E. Lloyd, MuUow 
Brothers, and J. Robey & Sons, Leamington. 

Until about 1840, senders of valentines made no real effort to conceal their 
identities, even though after dusk messengers might be seen darting about 
residential areas hanging packages on door handles or leaving them on steps 
before rapping loudly upon the door and speeding away. Some valentines 
were issued for the exclusive use of ladies. An example of about 1S30 shows 
a lady boldly leading a red-tunicked Cupid to shoot, with curved bow and 
unerring arrow, at a slender gentleman wearing tiglitly fitting pink trousers 
and, with book in hand, reclining on a yellow sofa. The purely anonymous 
valentine was the result of cheap commercialized printing of comic, and often 
vulgar, valentines for sending through the newly inaugurated penny post. 

Besides valentines, the collector w'ill be interested in the innumerable 
‘Valentine Writers’ containing ready-made verse that lifted many a lame 
poet over love’s stile. Some date from the late eighteenth century, but the 
majority were published during the first half of the nineteenth, and have the 
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most grandiloquent names and sub-tides. There is, for mstance, fu^ttiishs 
A/Jttuitl tiiid Uniifersal H^nVer published in 1797 - The sul^title b quite 

beguiling: ‘Being a Tnic Guide to die Temple of Hymen, or Love’s Instructor. 
This writer has a charming frontispiece of a bccapped lady sittbg at a wnring- 
desk, printed in grey-bluc ink. Hyfttcn s Rhapsodies^ or Lovers Thctnes, A 
Collection of Original Valcntme Verses. Written Expressly for this Work 
for Gendenien to Address Ladies in Sonnets, was published by Thomas 
Hughes, Ludgate Street, London, in about 1800. The frontispiece depicts a 
uniformed grenadier with his buxom blue-scarved sweetheart, a church m the 
background showing that his intentions arc honourable. 

The ladies were not forgotten as probable aspirants for these writers, for 
one is called Cupid’s Cabittet, or Lovers Pastime, adapted to the use of Both Sews, 
Anodicr has the delightful ddc of Hymens Revenue against Old Maids, Old 
Bachelors, and Impertinent Coxcombs, 

Etiquette required that a valentine should be answrered. To meet this need 
Mary Wilkinson wrote Llje Turtle Dove or Cupid's Artillery Levellt'd Against 
Human Hearfs, a valentine writer published in 1810 by W. Perks, 21 St 
Martin’s Lane, price sixpence. A section of this writer contains numerous 
variations of the two answers—one expressing approval of the valentine s 
sentiments, and the other disavowing any intention of acknowled^ig the 
protestations of eternal love. The recipient of a valentine merely copied out a 
suitable reply and despatched it. Typical of Mary Wilkinson s lines are these: 

A LACONIC VALENTINE 

My fair I Jcti'e; if you approve 
fm 

Bift if not^ no horm is done. 

My gaidc Vak^tine. 

ANSWER 

Your ViikrUtnc ii short and stoeet, 
fll mswcT it the sam^; 

That you houe won uty Jeaf 

iBdy my person doim; 

iVkcn ypM JjiJi/c tht weddins fing^ 

Jirff 1 hope you soon win hfmg. 

In addition to the ready-made verses the collector of old valentines fmd 
that many young people of those days had a Bail for composing verse. 
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Welsh Love-spoons 


I OVE-SPOONS, each carved troni a single block of soft wood, are a 
charaaerisric feature of Welsh folk art. After being treasured for genera- 
Wtions in Welsh peasant homes, both for their individualit}' of design and 
for the sentiment that inspired them, for the last half-century they have been 
collectors’ pieces. 

The word spoon has been associated with lovemaking and courtship for at 
least two hundred years. Tlic general sense of the word was taken from the 
way in which spoons would be placed close togedicr: thus Trotter in Distresse^i 
Seaman, 1789, wrote: ‘they are stowed spoonways and so closely locked into 
each others arms tliat it is difficult to move witliout treading upon them'* 

Any peasant community, where large families crow'd into tiny primitive 
dwellings, is bound to establish very strict conventions and codes of conduct. 
Even in the eighteenth cenrury^ and in larger homes there was still little enough 
differentiation between sleeping and living apartments, and in the peasant 
home the bed tended to be the most important feature of the room and its 
only evidence of comfort—and that often only a straw palliasse on the earth 
fioor. The Welshman, with traditional detestation of promiscuity, met the 
problems of courtship in such cro wded conditions by adopting the custom of 
bundling. 

In the peasant home %vith a single room serving the needs of an entire 
family day and night, illumination during hours of darkness might be a single 
candle, or more usually a rushlight or pine split. Asa matter of courtesy the 
rustic wooer was permitted to find what privacy he could on the bed. The 
Oxford English Dictionary defines bundling as 'to sleep in one’s clothes on 
the same ^d or couch widi persons of the opposite sex in Wales’, S. Peters, 
writing in 1781, recorded that ‘it is thought but a piece of civUity to ask [a 
lady] to bundle’. The Welsh maiden did not bundle witli all and sundry. 
The young Welshman with whom she bundled, or spooned, made liis position 
clear to the household by presenting the lady of his choice with a wooden 
spoon carved by himself It was economically impossible for a more lavish 
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token of cng^igcnicm to be provided* Her acceptitiec of this lovc^token indi¬ 
cated chat she had consented to his formal offer of marriage, and the love^* 
spoon was proniincntly displayed above the cottage fireplace» The custom 
was firmly established throughout ^t/ales by T7^®> ^^*^ch spoon being iti- 
dividually car\ cd by the young peasant or fisherman with no other tool 
than a pockcc-knile—hence the wide range ot designs. The woods used were 
sycamore and most of the available fruit woods^ such as pear, apple^ ^d plum, 
holly, yeWt liniCp pine, and elm were also used. 

Love-spoons began to be sold as love-tokens at Welsh fairs from about 
1820, Their original purpose as tokens of eiigagenicnc continued until early 
in the present ccntur)% but for a period they were presented by young men 
only slightly less freely than valcntmcs. These fairings were mostly workshop 
productions wdth wide, fiat handles whidi were ennehed with pierced niodfsi 
over-all measurements ranging from five to thirty.' inches. By Victorian days 
they were beLrig sold in stationeis shops. 

Early eighteenth-century love^poons are believed by some authorities to 
have been short and solid, the plain handle terminating in a decorative fi^l. 
The back of the bowl might be carved wdeh the inidab of giver and recipient, 
and die date. By the middle of the century the liandlc stem had become a 
field for ornament. 

A late eigbtcctith-century innovation was to expand the lovc^poon handle 
into thin, rectangular panels forming a display ground for carved and pierced 
decorations. The earliest of these were inividualistic pieces t>'pical of a folk 
an, many being surface-ornamented widi chip-carving. From about 1820, 
when bundling" had long been outmoded, love-spoons with panel handles 
were made commercially, many as a spare-time occupadon. The handiwork 
of individual spoon-makers is occasionally to be recognized. 

Panels were pierced with a series ot conventional motifs, each with a senti¬ 
mental meaning. These included silhouette piercings of hearts, anchors, keys 
and keyholes, crowns, cups, wheds, six-rayed stars, rougli outlines of houses. 
The comma-shaped outline known as the Indian pine was popdar, following 
its introduction on shawls, where it became the most familiar ‘Paisley shawl' 
motif. The jury of the Great Exhibition, 1851. suggested diat this motif was 
derived from the growing shoot of the palm tree, provider of food, drink, 
and shelter. Often four of these were combined to form a dreubr motif with 
their pointed ends directed upward. This device on love-spoons dates from 
about 1820. The keyhole has been interpreted as meaning ‘My house is yours'. 
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and the wheel, or roundel, a symbol common to all primitive art, ‘I will work 
for you’. 

A device having a national rather than a sentimental implication is the 
representation of the Menai Bridge, which was opened in 1826. Sometimes 
the low'er half of the panel is occupied by a carved and pierced design showing 
a ship passing through a central arch tanked on each side by four or five 
towering columns of the viaduct. Numerous variations of this motif exist and 
later a conventional representation of the Menai Bridge might form a terminal 
to the wide panel. It must be assumed that few of these were other than 
commercial productions. 

Gothic devices such as delicately carved circular and perpendicular windows 
date from about 1825, One series of panel liandles is so extensively pierced 
that the handles are little more tlian delicate designs of open fretwork. In 
some commercial love-spoons a plain area might be left which the purchaser 
could carve or pierce with initials or date to form an integral part of the 
design. 

Occasionally early pierced motifs might be more clearly defined by out¬ 
lining with a shallow incised line. Incisions were sometimes cut deeper and 
filled with sealing-wax to form a coloured inlay which might be red, blue, 
dark brown, or white. Coloured woods were also inlaid to form simple geo¬ 
metric designs, and fragments of coloured glass might be introduced for the 
same purpose from about 1850. Seldom was decoration applied to the back 
of a panel handle. 

Some wide panels daring from about 1S50 terminate in pairs of small spoon- 
bowls placed side by side or, less frequently, one at each end. These are sup¬ 
posed to mean ‘We two are one’ or ‘mutual love’. In another style, one or 
more large bowls extend from between a pair of small ones. This, it has been 
suggested, indicates a desire for a large family on the part of the donor. In 
another series, daring from about 1S60, the extension branches into a pair of 
bowls, making four in all. 

The cage handle on a love-spoon appears to date from early in the nine¬ 
teenth centur)% making its first appearance as a short neck between a panel 
handle and its bowl. The early cage design consists of two sliort parallel sections, 
each containing up to four balls running loosely within. More usually die 
entire handle consists of a sleudcr cage, square in section, from which the 
interior has been cut away, leaving a four-cornered cage divided into two 
compartments either laterally or vertically. Into each of these is fitted one or 
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more loose balls cui from the same wood, Tlicse balls> sliding up and down in 
their cages, appear to the uninitiated to have been car\'‘ed from the solid wood 
of the handle. The balls were usually turned from tlic same wood as t)ie cage; 
but examples are known containing balls moulded from red and blue, or red 
and white, sealing-wax. 

In one long series of cage handles the design was earthed in the form of an 
open lumbucklc with a swivel eye and large-link chain copied from a ship s 
tightening-screw, a fixed spoon replacing the adjustable thimble-jaw or eye 
at the other end. Such buckles were not patented until the early iSyos, md 
love-spoons possessing this feature commemorate the introduction of the 
rigging-screw, with the sailor's consequent rejection of the unsafe dead-eye 
that had required continual inspection throughout die day. Spoon, buckle, 
and chain were cut from a single piece of wood and might be the hobby of 
sailors at sea. So complicated are some of the love-spoons, with tlieir chains, 
swinging anchors, and loop-handled spoons carved by Victorian seamen, that 
it is difficult to realize that they were cut from single pieces of wood. In some 
examples the chain incorporates a representation of a sliip's swivel of a type 
first made in the early 1850s but little knoiMi before 1870. The eighteenth- 
century attribution usually given to buckle love-spoons obviously cannot be 
substantiated, bur cage handles were made as early as the late seventeenth 
ceil til r)’. Several examples of mid-eighteenth centur)' origin arc in the National 
Museum of Wales. 

The cutting of cages, buckles, and chains from the solid wood is less tedious 
than is generally realized. An elderly wood-turner in Wolverhampton from 
J«)19 until at least 1950 employed his evenings in producing such work: he 
could fmish a single machine-roughed example each evening with no other 
tool than a four-bladcd pocket-knife. 

Certain types of Welsh lovospoons are associated with certain localities, 
such as the crooked spoon and the dolphin stem, emblem of love and diligence, 
with Caernarvonshire, The large panel handle, pierced prindpaliy with hearts 
and keyholes, and divided horizontally midway into two sections joined by 
wooden links, is attributed to the Pembrokeshire area. 

The collector of Welsh lovospoons will know that the ‘souvenir wood¬ 
carving districts of Switzerland and Scandinavia still issue love-spoons cut 
from native WTiods. These frequently find their way into curio shops where 
their nationality' magically bcooiiics Welsh. Early in the present century un¬ 
employed Welsh miners and quarry men carved love-spoons in the old 
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designs, sometinics spending a fortnight in the cutting of a single piece. 
Wooden spoons of boxwood cut and carved by machinery by W, G. Rogers 
and W. Harry Rogers, of London, had a wide vo^e from about 1845 until 
18S0. A selection was displayed at the Great Exhibition, These bear no resem¬ 
blance to nineteenth-century love-spoons, but examples are often attributed to 
the early eighteenth century. Many of them were based on so-called Gothic 
designs: some were even carved with dates ranging from 1570 to 1770. 
Dated love-spoons should always be viewed with great care. Wooden patterns 
intended for casting brass spoons have somctinies found their way into love- 
spoon collections. Painted and varnished love-spoons should be considered as 
of Continental origin. 
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old English Sand-glasses 


O N the Speaker s table iti the House of Commons stands a cwo-minutc 
hour-glass. Immediately the bells begin to sound for a division the 
glass is reversed, the bells oontinuing tiicir warning until the sand has 
run out. This andent custom provides one of the very few occasions in modem 
times when die sand-glass, invented about 1,200 years ago by the monk Liut- 
prand of Chartres, is brought into use. 

Sand-glasses measure the passage of time by the action of gravity, A quantity 
of fine sand passes through a tiny hole from a pear-shaped glass receptacle into 
a similar glass inverted below. The sand from the upper bulb runs into the 
lower one in a given length of time, its rate of fiow being independent of the 
height of die sand above the hole. The angle of the double cone connecting 
the two chambers at the aperture is made equal to the angle at which sand 
lies in repose. 

For more than three centuries sand-glasses were everyday articles of use in 
English churches, ships, schools, the home, and wherever it was important to 
mark the time. Ships at sea used sand-glasses to count the half-hours, govern¬ 
ing the moment at which the ship’s bell should be struck, thus establishing the 
time for the watches as the day progressed. Cooke Lorell’s 1515, records 
that on board ship ‘One man Keptc ye com pas, and watched ye our glasse\ 
Columbus on his cross-Atlantic voyages carried lialf-hour sand-glasses, his 
log recording a day and night as forty-eight ampolettas, or sand-glasses. 
Naval captains, in records and letters describing encounters with the enemy, 
make continual references to the time taken in combat as measured by the 
hour-glaM. 

Sand-glasses iised on ships were, necessarily, strongly made and encased in 
stout frames of oak, sometimes with five or six spindles. They were orna¬ 
mented with the customary small-line fancy-work and might also be decorated 
with braid-work matchbg a ‘turk^s head’ drawn right and orderly about the 
wasp-waist of the glass. The name of the ship was sometimes carved on one 
end of the frame. 
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Every ship ako carried a fourteen-second or rwenty-eight-second sand¬ 
glass used in connection iivitli the hand-log^ and known as the log-gbss* It 
was used for timing the speed of sailing by the quantity of line paid out in a 
given tinie. As protection against moisture and against breakage marine sand¬ 
glasses might be encased in square wooden boxes fitted witli horn or glass 
windows. Victorian examples were encased in metal tubes cut with inspection 
apertures. 

Pulpit hour-glasses were customary in aE churches from the Reformation, 
accounts showing them to have been in use until about 1700. The parish 
book for 1564 of St Catherine’s Church in the City of London contains the 
entry: ‘Payde for an hourc glassc that hangeth by the pulpit where the preacher 
dothc make a sermon, that he may knowe how the houre passeth aw-ay, xij^. 
After announcing the text the preacher reversed the hour-glass, placed to his 
right, and continued his sermon until the sand ran out. 

The pulpit sand-glass, of which tiicre might be two to serve for hour and 
half-hour sermons, was usually supported in a wrought-iron holder known 
as the cadge or carrier. This was fixed near to the pulpit, where the running 
sand was visible to both preacher and congregation. At first the support was 
merely an upright bar fixed to the right of die pulpit and terminating in a 
circular plate with a high openwork rim within which the hour-glass stood. 
The stem might be twisted and pivoted from a bracket. Many Elizabethan 
carriers are highly elaborate examples of the blacksmith’s craft, enriched with 
coloured paints and gilding, and fixed to the wall near to the pulpit. In re¬ 
ligious houses it was customary to measure prayers by means of a sand-glass. 
Monastic cells and workrooms were equipped with sand-^glasses, their size as 
recorded on contemporary engravings indicating that they ran for an hour. 
A fiineral garland placed on a coftin over the face of the dead, and buried 
with it, often contained an hour-glass. 

Until early in the cightecntli century sand-glasses w'crc blown from a tliick, 
heavy, semi-transparent metal. Each sand-glass consisted of two pear-shaped 
units' witii narrow necks turned over to form flat lips or flanges. Each was 
bored with a tiny hole. Between these flanges, which on late examples might 
be groimd flat and true, was pbced a metal disc of the same diameter and 
scarcely thicker than paper. A tiny round hole in the centre regulated the 
flow of the sand. The size of the hole would obviously affect die time taken 
for the sand to pass through. 

The two flanges, pbced togcdier and puttied, were then bound together 
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with a lacing of coarse linen, and, to give the waist an attractive finish, a 
ribbon of thin leather was wrapped round it and bound into position with 
strong thread carefully spaced to make a basket-work ornamentation. Less 
expensively, the waist might be held finu with a wax jacket. Sealing-wax was 
never used, and when found is an indication that the glass has been dislocated 
or broken and joined together with iliis material. 

The glassman’s ideal, however, was an hour-glass blown as a single unir. 
The effect of this was achieved by an easier method from about 1720, when 
ilic tough, transparent flint-glass of the period was still subject to blem ishes and 
thickly blown. The method was to blow the two bulbs of the glass separately 
and then weld the necks together. Before the join was welded a small cylindri¬ 
cal brass bead, drilled with a hole of the appropriate size, was inserted. The 
waist of the welded sand-glass was still concealed beneath a decorative l e.'tthfr 
‘turk’s head’. 

Later in the century a more tractable metal made it possible to blow the 
two bulbs in a single piece and considerably thinner. This type, made from 
sturdy English flint-glass, may usually be dated to lydo or later. The blowing 
of such a narrow'^waisted vessel was a very delicate process, more especially 
since it was essential for the interior to be free of striations and the two bulbs 
had to match. So skilfully did glass-blowers shape their metal that tlie orifice 
was of the exact gauge without the use of a tool. Sand-glass bulbs m English 
flint glass were always more rotund than Continental examples. 

From the middle of the eighteenth century some sand-glasses were made 
by the botdc factories and shaped by blowing into liinged pear wood or 
applcwood moulds. The line of junction, where the halves of the mould 
met, may be traced on a sand-glass made by this method. Later flint-glass 
factories used metal moulds carefully hand-bumishcd. A sand-glass blown or 
moulded as a single enrity has an opening at one end. After the required 
amount of sand had been introduced, the glass was scaled with a cork, and in 
all examples made during the collecror's period this appears to be padded with 
a piece of parchment or linen. 

Like many a piece of antique glass, the sand-glass rarely has any identifica¬ 
tion mark to assist the collector in placing its period. Tlie age of a sand-glass 
is best assessed by the quality of its metal and the method by which the bulbs 
were made, as described above. If the outer surface of the glass shows laint 
markings and rwistings it is likely to be older than if smooth, Striations were 
infrequent from about 1760, Early sand-glasses until about 1700 were blown 
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from glass having a faintly green tinge, and in each end was a kick or indent 
with a rough scar showing where it had been attached to the punty-rod in the 
course of luanufacture. During the eighteenth century, sand-glasses svere niade 
from tough flint-glass, at first with a darkish hue caused by the presence of a 
large aniount of lead in its composition. After about tSoo the glass was crystal 
clear. The kick, shallower in the ciglitcenth century than formerly, continued 
with progressively lessening depth until about 1750, when the puncj'-rod 
could he broken oif less raggedly and the resulting scar might be ground 
smooth. 

The sand used in expensive sand-glasses, where considerable accuracy might 
be required, consisted of ground marble dust prepared by boiling in wine, 
drying, tlicn re-grinding and sifting as many as nine or ten dnics. After testing, 
the appropriate quantity was measured into the bulb, which was then scaled. 
Red sand was usual until about 1720, when white sand was used. Occasionally 
green sands w'ere introduced. The sand was ground as fine as possible in a 
mortar. Careful sifdng was essential: a single extra-large particle might break 
the e\"en flow of the sand. The fineness of the sand was proportioned to die 
size of the orifice through which it was required to pass. Pulverized cinnamon 
or egg-shells might be used as alternatives. 

The sand-glass was always held vertically in a frame. The more expensive of 
these were of silver, ebony, ivory, bone, or ornamental metals such as brass 
and copper. The vast majority, however, were of oak, consisting of thin, 
circular end-pieces held together by four to six slender spindles. Early sand¬ 
glasses arc more massive than eighteenth-century examples. The ends might 
be ornamented with two or three concentric ring;s. Octagonal or square ends 
were also made: such a sand-glass could be laid flat on the table if an interrup¬ 
tion w’as required during the period being measured by die sand's flow. In 
early sand-glasses, the end of each bulb, to the extent of about one-quarter 
of its length, was fitted into a narrow cylindrical guard of thin wood fixed to 
the inner side of each end. This ensured that the sand-glass was held firmly in 
a vertical position. In examples made after about 1780 a shallow depression 
was cut into each end to take the curved end of the bulb. 

The majority of spindles were turned in baluster form or as series of plain 
knops. Later clicy might taper from the centre towards each end. The wood 
might be gilded, painted, stained, or, most frequendy, oUed and left plain. 
Some small examples had only three upright spindles. In many more sand¬ 
glasses from about 1840 the circular ends might be joined by a solid tube of 
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wood from which two centraily-placcd ovals had hecti cut opposite each 
other for viewing the running sand. 

The ordinary hour-glass was never costly. In 1591 the churchwardens of 
St Helen’s Church, Abingdon, paid fourpence ‘for an hourc glass for the 
pulpitt\ In 1595 die inventoried stock of a shop in Newcastle-upon-Tyne 
included 4 houre glasses, r slullmg’. Almost two centuries later, in 1776, an 
hour-glass cost one shilling and sixpence. In 1820 the cost would be half-¬ 
crown. 

Eighteenth-Century hour and half-hour sand-glasses of all types are still 
ooraparatively common; three-quarter-hour examples arc rare. There are 
many types and variations, such as those large enough to be marked on the 
outside with twelve hourly divisions, thus requiring to be tumed but twice in 
a day. 

^ A frame containing four sand-glasses marking the hour in quarters, being 
timed to run one, three-quarters, half, and one-quarter hour, made it possible 
for a preacher to know approximately how much of the hour allotted for 
sermon had passed. Although the four sand-glasses were of similar size and 
contained equal quantities of sand, the size of the hole regulated the speed at 
which the sand ran out. The majority of these were htted into rectangular ten- 
spindle frames of oak or fruit-wood. Another type, often constructed from 
sheet brass with tumed brass spindles, pivoted on an upright, enabling the 
set to be reversed with a touch of the hand. Early in the eighteenth century, 
metal wall-sconces, or plaques of brass or copper, were made with a bracket 
u|ran wluch the sand-glass could be placed. Such sconces were embossed 
with designs such as Father Time and liis scythe, aud conventional motifs 
such ^ flowers and foliage. Sand-glasses made to hang direct upon the waU 
date from late in the eighteenth century. These were fitted with polished 
mahogany or oak cases having glass windows on three sides. They were sold 
in sizes varying from five minutes to one hour. 

The pocket sand-glass was enclosed in a cyUndrica] leather case, a section of 
which opened to reveal the glass. Onc-minute glasses of this type were carried 
by doctors for timing the pulse. On the interior of the lid might be fitted a 
metal dial sealed from one to twelve and fitted witii a centrally pivoted 
pointer enabling periods of up to twelve minutes to be timed. 

Long, narrow, tubular sand-glasses were made from the middle of the 
eighteenth century. These were fitted into flat cases, such as might hold tlie 
tube of a contemporary barometer, marked upward and downward with a 
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graduated scale indicating the miniites. As the level of the sand in the upper 
section moved downwards, the number of minutes that had passed was clearly 
indicated. 

For niore than a century small sand-glasses have been dined to run for three 
or four minutes for boiling eggs. These are to be found in Tunbridge ware, 
but more usually in frames of imitation sadnwood with prints pasted on 
the ends. 


XXVI 


Musical Boxes 


T hroughout almost the whole of the niucteciith centurSi’ musical 
boxes chimed and tinkled their melodious little accompaniment to the 
life of drawing-room, boudoir, and nursery. One season patriotic 
songs were all the rage; another year every fashionable model had to render 
a Mozart overture. Where at fi^t a single repertoire of half a dozen tunes 
sufficed, the demand was soon for interchangeable programmes, and all the 
effects of an orchestra. During their heyday, these laudable expressions ot man s 
taste and inventiveness were produced in tens of thousands. Yet today they 
are fast becoming collectors’ rareties, to bo hailed with renewed delight and 
cajoled into their unsophisticated renderings of forgotten favourites. 

Even more surprising, perhaps, is the fact that these elaborate toys of 
Regency and Viaorian days were based on principles established before tlie 
end of the fifteenth century, in die portable dmcpicccs invented by Peter 
Henlcin in 1480. For more than a centiny', horologists took no interest in diis 
invenrion of a German locksmith, who was soon fittbg tabic-clocks with 
musical striking apparatus of extreme simplicity. By w'inding a driving spring 
with a key, sm^l steel pins set in a brass disc were made to pluck a resounding 
metal comb with fifteen to twenty-five teeth tuned to scale. 

Early in the eighteenth century it became feasible so to reduce the size of 
disc and comb that units for playing simple tunes could be incorporated in 
pocket-watches. There were two springs to wind, one to drive the time 
mechanism and the other to work the automatic music. Combs for this pur¬ 
pose were made wdth the teeth radiating fan-like from a central pobt. The 
Swiss Office for the Development of Trade claims that die first musical 
pocket-watch was made by Louis Favre of Genoa. By 1780 musical watches 
could play two airs. Philippe Meylan m the tnid-i790s bvented mechanism 
with a smglc spring supplying the driving power for both rimcpiecc and 
music. 

Although master-watchmakers b London and Paris made some of the 
finest musical watches, the mechanisms were made chiefly m workshops 

348 


249 


musical boxes 

scattered throughout Switzerland. In the first decade of the nineteenth cen¬ 
tury those engaged in the trade were gradually attracted to Geneva, where 
piercers, pin-makers, wheel-cutters, comb-makers, cylinder-prickers, and 
otliers worked as specialists in tlieir own homes, supplying parts to the various 
assembly factories. As a result, Swiss mechanisms of good quality were much 
cheaper than comparable English or French productions. Other musicd 
movements were of the simplest construction, with cast-brass bcd-plate and 
spring-case, a train of three wheels, and a disc set widi pins contacting comb 
teeth tuned to scale. 

Musical movements giving only a icw notes—a scale at most—were now 
designed for fitting into cane and umbrella handles, pcrfume-botiles, nngs, 
seals, watch-keys, ^ns, and similar dress accessories. 

The musical-box industry proper was bom in about i8io, shortly after 
David Lccoultre perfected a mechanism in which the disc wm replaced by a 
revolving cylinder of brass fiom which steel pins projected. Cylinder and 
comb were placed paraUcl to each other. The primitive nwtttre d carillon was 
transfonned into an enlarged instrument now capable of producing com¬ 
plicated tunes. 1 ‘ ’ 

Grove’s Dictwnary of Music describes musical boxes working on this prin¬ 
ciple as ‘carillons on a minute scale, playing on sibrating tongues , The music 
is produced by the vibration of a graduated ^rics of teeth cut m a flat plate 
of steel, reinforced by harmonics generated in the solid steel of die comb- 
spine The longest tectli produce the deepest note and each is accurately tuned 
by filing or filling with lead. The musical vibrations are produced by the slow 
revolution of a brass cylinder studded with projecting pms of equal length. 
These raise and release Ae requisite teeth at the inters'als required by the tunc 
being played. A single revolution of the cylinder completes the peefonnance 
of each of the several pieces ot music for which it is set. i j ■ 

The musical box proper, w'orking on tliis principle and accommodated in a 
small plain rectangular box, first appeared in England during rlic Rcgcnq,*. 
The tunes lacked volume of sound, and tlieir notes were inclined to chatter. 
The first of a long sequence of improvemenis was made shortly after 1820. 
Combs, wliich formerly liad required much expensive detailed work m 
fixing teeth to the brass bed-plate, at first singly and dicn m groups of three 
to five, now began to be cut from single plates of steel. Dampers in the tonii 
of tiny feather quills, fixed with sheUac to the underside of the com^pomts, 
were introduced in about 1825- This prevented the cliattcring which had been 
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cau&cd if a tooth were struck by a pin before vibration from a former action 
had ceased. 

Efforts to increase the range of tone led to die appearance of the first con¬ 
siderable musical box in 1833. Known as the Cartel music box^ this showed 
the first of many developments in tone. Five or six years later Nicole-Frercs 
of Geneva introduced the two-comb or forte-piano musical box. This was a 
great improvement on any musical box made hitherto, placing loudly or 
sofdy as the music required. The comb was built in two parallel sccdons. 
The longer, placed on die left and emitting loud notes, was fitted with resona¬ 
tors—small lead weights—'beneath about two-thirds of the base notes. Wlicn 
the comb-teeth were filed for tuning they were left more rigid than those on 
the short or piana comb, which might or might not possess resonators. The 
cylinders were fitted with pins contacting the loud section of the comb when 
forte music was required: teeth similar and less rigid contacted the short section 
which emitted a soft tone. 

The movement of forte-piano musical boxes, larger dian anything pre¬ 
viously seen, had combs fitted with flat steel w'ire dampers, with the exception 
of short high notes which retained their feather quiUs. The finest makers of 
these musical boxes were Nicolc-Fretcs, Pailbrd, and Baker-Troll, all of w'hom 
signed their movements. Many thousands of unsigned examples exist to 
which it is difficult to assign makers, as forte-piano musical boxes were made 
in several countries and often assembled from Swiss-made parts. 

A mandoline effect ivas evolved at about the same period. This was fitted 
to some of the larger musical boxes, a dominant note being repeated at regular 
intervals like a well-playctl mandoline. A magnifying eflect was obtained by 
using five combs, each having eight or ten notes of the same pitch, in the 
centre and the treble end. This prevented the possibility of a discordant note 
caused through the pins being so closely placed that a tooth struck by a pin 
could not produce sufficient vibrations before it was struck .again. 

Large, deep^toned combs tuned to chromatic scale were used to produce 
really good music on high-quality machines from about 1840, and at about 
the same time appeared cylinders eighteen inches to twenty-rwo bches long. 

Innovations in automatic music made before 1850 included the addition of 
a drum and bell accompaniment. In early examples the brass drum was scrcw'cd 
to the bottom of the case, concealed beneath the bed-plate. The six or more 
bells bung in a cluster on a small gantry beneatli the movement and were 
struck with little brass hammers. From about i8bo drum and bells were 
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fliccd ill full view and added gicady to the appearance of dte box. Four to 
twelve bells were hung on either side of the drum which now had a parch¬ 
ment head. Both drum and bolls might be gold- or silver-plated and some 
examples were elaborately chased. Less melodious drum and bells were in¬ 
cluded in most cheap musical boxes from 1875. 

The Flutina, or reed^ musical box made its appearance in 1850. Flute effects 
were obtained by the introduction of air-vibrated reeds, numbering between 
seventeen and thirty-six according to the cost of the movement. The organ 
notes were arranged in the centre of the cylinder with a comb on either side. 
The combined cfrcct of comb music and flute was excellent when the cylinder 
exceeded seventeen inches in length, A variation was made with a single 
comb, the organ notes being at one end. Later came the Orchestra musical 
box: in dicse an orchestral effect was produced by the introduction of wooden 
or metal whistles. 

An important advance took place in 1854 with the invention of the re- 
change musical box in which cylinders might be replaced by others containing 
fresh programmes of music. As far as expensive musical boxes were con cerned, 
this ended the era of bormg repetition. The changing mechanism was im¬ 
proved m 1862 and telescopic cylinders were evolved, expanding as the tune 
was played. By 1870 a series of cylinders might be arranged on a rotating 
shaft svith a device enabling any one to be brought into playing position. 
Musically the Interchangeable cylinder was not equal to fixed cylinders of 
good (]ualicy. 

The Sublime Hanuony musical box, in which similar notes striking to¬ 
gether in a chord produced greater volume and richer tone than any former 
type, appeared in 1870. This contained two or three combs of equal length 
having excellent base tones. The Sublime Harmony Piccolo had two combs, 
one short with fine teeth and capable of emitting loud high notes. This gave a 
clear, distinct accompaniment to the melody of the long comb. 

Musical boxes with four springs, capable of phying for three hours with 
a single windmg, appeared in 1S75. The tune-diangcc was devised in 1S81, 
enabling the cylinder to be lifted into as many as ten slightly difFcrent positions. 
Manufacturers now inserted pins so closely diat a shift of one-tenth of an inch 
in die mechanism brought into operation a fresh tune. 

Until 1875 the positions of the steel pins on musical-box cylinders were 
marked off by hand, and holes bored for their reception. This was a tedious 
process and cosdy in labour, for only skilful workmen thoroughly versed in 
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music could be employed. Every cylinder—even a thousand playing identi^ 
separately marked in this way. A hollow punch ensured that the 
pins were fixed in position with equal lengths. Warm sealing composition was 
then run into the cylinder and its ends covered with brass. Partem cylinders, 
or jigs, %vere first used in 1873. the working cylinder being slipped inside 
and quickly marked. After 18S1 a machine was available for pricking dents 
in the cylinder, wliich was then made from sheet metal of unvarying thickness 

instead of being cast. , t ti 1 

Musical boxes playing circular card discs were introduced m iSSj by Paul 

Lockmann of Leipzig. Known as the Symphonium, this design was patented 
and could be made far more cheaply than the cylinder t>'pc; moreover, a wide 
range of tunes was provided. This machine was fitted with tiny levers for 
plucking the combs, perforations in the card disc bringing the levers into 
operation. Within two years metal discs were in use, the star wheel for lifting 
the teetli also being evolved. By 1890 discs measured fifteen and a half inches 
in diameter. The introduction of the disc-operated musical box had a devastat¬ 
ing effect upon the sales of the cylinder type. The music was clear, and up-to- 
date tunes from the London shows were in the shops within a few v/ecks ot 
production, the original musical scores being closely followed. 

With changes in their mechanism, came changes in the appearance of 
musical boxes. Early examples were enclosed in perfeedy plain cases of fine 
quality oak or mahogany. These were followed from tire mid-iBaos by cases 
of polished rosewood. From this period, too, cases might be made to order, 
matching the purchaser’s fiimiture, Ac first a large movement had key-wind, 
stop-start, and change-repeat levers projecting through the side of the case. 
From about 1835 a hing«l flap concealed these control levers. 

Few, if any, inlaid cases were made earlier than about 1840. At first the lid 
only was ennehed in this manner, plain lines of inlay following its edges. 
The interior lid of plate glass appeared in 1843 to protect the movement from 
dust and accident. From 1850 this might be enriched with an elaborate wheel- 
engraved border. Ratchet winding came at the same time, the key being placed 
beneath the glass lid, which had to be opened for the winding. 

Elaborately inlaid cases do not appear to have been made in any great 
number until after the Great Exhibition. These cases were fine examples of 
the cabinet-maker’s art and were inlaid on the four sides, the lid, and the 
frame of the inner plate-glass lid. Walnut, rosewood, mahogany, satin wood, 
burr elm, cherry, maple, amboyna, and Coromandel were the favourite woods, 
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and might be inlaid with colourful fruit woods of contrasting colours, silver, 
ivory, mother-of-pearl, brass, or zinc. The centre of die lid might be inkid 
with a design composed of trumpet, tnmborine, music-sheet, and olive- 
branch. Other musical devices were also used. Cases of oak were made, at 
first plain, then hand-turned, and finally mechanically carved, golden oak 
examples lavishly embellished with applied decomtions of cast bronze being 
made from 18 So. 

The interior of the lid usually dispkycd a numbered programme of the 
repertoire of airs available. This was usually a card with an engraved border 
enclosing the names of the tunes in copper-plate handwriting. Sometimes the 
programme was engraved on a silver or brass plate. Occasionally the interior 
of the lid might display instead a colourful painting b oils and bronze, of the 
type found on contemporary papier-mache ware. 

The music produced by these fasematmg mechanisms went through various 
phases too. Until about 1835 it consisted chiefly of operatic selections. Ballads 
and patriotic and folk songs had a vogue from 1835 to 1S50, six or eight airs 
being played: other boxes, rather less popular, played three or four overtures. 
Airs from oratorios were introduced into the musical-box repertoire from 
about 1S45. Then ca.me a demand for short overtures, reproduced in foil 
and note perfect, such as Mozart’s Metric Flute, Bclibi's Noma, Rossbi’s 
Barber of Seville, and IViUiatn Tell, the latter slightly abridged. 

During the period 1850-75, the musical box most usually played six or 
eight waltzes. Popular tunes were the rule, with an occasional operatic over¬ 
ture included on the cyUnder by way of variety. From 1875; music-hall tunes 
predominated b cheap musical boxes, classical music bemg extensively used 
m finer-quality machines. 

Giant musical boxes were sho\vn at the Great Exhibition with cases six 
feet long and playbg cyibders thirty-three bches long. Froni i860 to 18S0 
they were made in considerable numbers, many with interchangeable cylinders. 
At first such a box was accompanied by a matchbg tabic widi drawers fitted 
for the safe storage of spare cyibders, or a wriring-desk with side drawers 
might be used for this purpose. In later examples drawers W'cre fitted beneath 
the musical box itself. Giant musical boxes with organ accompaibnent were 
made by J. H. Heller from 1870. Fitted into the front of the case of some 
specimens was a tiny keyboard connected with the reed organ so that a skilled 
organist might accompany the automatic music. 

On the same principle as musical boxes, various lesser musical toys were 
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produced during the nineteenth centur)'. Among these the so-called musical 
smiiT-boxcs were particularly popular from about 1820 until the middle of 
the centur)% providing precisely the quality of pleasant surprise required at 
chat period. These were described in the Petmy Magazine. 1838, as ‘playing two 
tunes over and over again. . . . Usually they came in fancy boxes with 
works visible beneadi a sheer of hom. Some of the larger snuff-boxes able 
to play 36 many as six different tnnes*^ The niajoriry of mnsical snuii-Doxes 
were of iron, japanned in attractive colours, with hand-painted decorations^ 
transfers were not used until after 1820. Rarely, the boxes might be of tortoise¬ 
shell, mother-of-pearl, or hom, and some papier-mache examples are known. 

For children there was the toy musical box providing a single tunc. These 
were made in tens of thousands from about L835. The springless mecha^m 
was operated by an extension of the cylinder axle which was turned with a 
hand crank. Later in the century, from about 1865, there was the novelty of 
the high-backed hall chair with a musical box fitted in the scat. Anyone sitting 
in the chair started the mechanism, which playeda single tune and then stopped, 
although a push-rod would stop it at any time. It could also be adjusted to 
continue through the cylinder’s eight tunes. 

Tens of thousands of Gemian musical boxes were made specifically for the 
English market during the last quaner of the nineteenth century, their pro¬ 
grammes consisting almost entirely of tlic latest music-hall songs. Such a box 
selling retail at fifteen to twenty'-five shillings, had a six-inch cylinder playing 
six, eight, or ten tunes, and three bells of identical tone. The case wm often of 
light-stained deal or golden oak, decorated with transfers, and varnished. 

English labels often disguise Continental movements and many firms issuing 
catalogues indicated that they were the manufacturers and listed their boxes 
under purely English trade names. In, such cxaniples finished parts were 
imported to Birmingham and Clerkenwell, where they were assembled and 
fitted mto cases. In 1880 thirty Swiss firms were supplying moventents to 
English merchants, many of them through offices or agents established in 
London. The finest movements were made between 1850 and 1875, illustrated 
catalogues indicating that prices for single-cylinder boxes ranged from four 
to sixteen guineas. 
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E V£R since the first chessmen were placed upon their squared board 
they liavc fasemated men with the glamour of gaming. Kings have 
watched tlic fortunes of an empire dwindle at the chess-board, gloomy 
morals have been pointed from the fates of unwise gamblers at the game, and 
yet for many centuries chess has provided an endlessly absorbing pastime for 
all kinds of people. 

Enthusiasts like to claim a 5,000-year history for their game, but experts 
arc agreed that chess-playing can have begun iiede earlier than A.o, 500, 
Chess was a gradual development of a game played with pebbles in a square 
divided by lines, an amiisemetit which captivated the shepherds of West¬ 
ern Asia before the days of Homer. The later Greek game of pettcia w'as 
played on a similar board, with simple pieces resembling those of modem 
hahna. 

The values and movements of pieces gradually changed through the follow¬ 
ing centuries until about a,d, 500, when innovations made by Nassir Dahir in 
India gave the game a military significance. This early form of chess was 
carried to die court of the great Cosru in Persia about fifty years later, reaching 
China at about the same dme. Already the game was found so frsdnating diat 
rich and poor alike played for extravagantly high stakes. 

The idea of grading chessmen by modelling each into a distinctive, easily 
recognized sliapc was a refinement of the twelfth century. Each chess-pla}'ing 
country developed its own individual designs, exquisite pieces being created 
with naturalistic representations of human figures and animals. The Hindus 
carved ivory to represent opposing armies witli chariot, elephant, horse, and 
foot units. The Arabs, however, to whom the delineation of the human figure 
is unacceptable on religious grounds, continued to use stumpy,,angular pieces, 
whose surfaces might be pictorially incised. 

Chess reached Europe during this period and pieces bccanic magnificent in 
precious metals, jewelled and brilliaiitly enamelled. The king acquired the 
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regalia of European royalry, and pawns were represented by foot-soldiers. 
Positions and powers on the board remained unaltered except for those of tlie 
queen, which were greatly increased above those of the Eastern ‘vizier* or 
‘counsellor* whom she replaced. 

Chess is known to have been played in England as early as J144: records of 
a fire svhich destroyed Hyde dc Abbey, Winchester, in that year refer to the 
game. A manuscript in the British Museum describing Picliard Ca-ur dc 
Lion's Crusade records that Rychard stodc and playc At the Chessc in 

his Galley*. Jewelled gold and carved ivory sets find frequent mention in 
fifteenth-century literature, but an entry in the Howard household accounts, 
1481-90, refers to less expensive sets: ‘Pay'd to the dicssmaker for chess¬ 
players viijd*. 

So wndespread was the vogue for chess in fifteenth-century England that 
Edward IV took steps to prevent men from neglecting their work for the lure 
of the chess-board, by decreeing that, for all but the nobility, play must be 
restricted to holidays. In 1474 William Caxton published The Gauie and Flaye 
of Cheese, in which the pieces were termed king, queen, alpkyns, knights, 
rooks, and pawns. The name alph^Ti is derived from the Italian d^eri, standard- 
bearers administering the king’s laws. Catholic players in England eventually 
converted them into cross-bearing bishops, supporting the king and queen 
as the immediate upholders of law and order. Rooks, from the Italian rocclti, 
meaning rocks, towers, or castles, were the king’s outposts maintaining his 
authority in distant parts of the kingdom. Knights were the king’s champions 
leading his forces into the field of battle. 

PawTis, the old English fonn of peon, represented people on foot or workers 
generally, and in Caxton’s time were carved to depia eight occupations. 
The king’s pawn symbolized a banker-merchant, and the queen's pawn a 
physician-apothecary; before the alphyns stood a notary' (on the right), and 
an inn-kcepcr-provision-dealcr; the knights’ pawns portrayed workers in 
stone, iron, or wood, and keepers of the king’s highway; the rooks’ pavms 
were couriers and farm-labourers. Caxton’s book obviously met a demand, 
for two years later be printed a second volume on chess. 

Ivory, bone, and hardwood were the English craftsman’s favourite matcriab 
for chessmen, pieces for common use being plainly turned in wood and costing 
three shillings a set in 1583, the accompanying chess-board cigbtpence, The 
Earl of Northampton in 1614 possessed *a table of eboiiie inlaid with ivorie 
and with men suteablc’, valued at five shillings. The earl's best set, preserved 
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in a ‘cabinet of purple vclvctt with chesse board and men suteable laced with 
gold iacc\ was valued at ten pounds. 

After the Restoration naturalisrically modelled chessmen were commis¬ 
sioned from London goldsmiths and workcira in ivory. Precious metals were 
splendidly jewelled and emmcllcd, and because suck chessmen were never 
exposed tor sale they were seldom halUmarkcd. For everyday use, chessmen 
in metal might have opposing pieces in bronze and pewter, such secs being 
advertised until after 1830. 

English craftsmen in ivory had lagged far behind their Continental rivab 
imtil about 1740. Georgian ivory-workers then took the golden oppor¬ 
tunity offered by the large demand for a new class of chessmen, a compromise 
between the two fomier types, the one magnificent and the other purely 
utilituian. 

Bishops and pawns in many standardized chess-secs made between 1750 and 
1790 wore top-hats, a feature taken from Eastern chessmen coirutiissioned by 
employees of the East India Company. Until about 17S0 each figure stood 
upon a thin disc; from then until the end of the century they were usually 
niountcd on short, turned pedestals. 

Ostrich-fc.athcr effects on kings and tjueens arc often found on chessmen 
carved or cast between about 1790 and 1820. After 1800 the ostrich feather 
might be replaced by crowns carved with fttces, die mitres of bishops, who 
wore elaborate ruffs, being similarly decorated. In some of these sets, the 
horses’ heads representing knights were suggestive of prancing animals, each 
with a small pair of forelegs waving in die air. Such sets were also com¬ 
missioned from China, these being recognizable by their Oriental foccs: those 
made in England possess western features. The design of English chessmen 
tended to become less ornate from 1820, bodies of kings and queens being 
reduced to truncated cones. Some ten years later, kings and queens became 
cylindrical, often with lavisldy ornamented surfaces. Such chessmen in ivory, 
bone, and boxwood were fashionable until i860. 

Other materials from which English chessmen have been made mclude 
light and dark amber, Scottish pebble and agate, coloured glass, and hom and 
ivory, this being a favourite combination in Stuart days. 

Commemorative chess-sets were an eighteenth-century fashion responsible 
for many of the splendidly carved ivory pieces which now grace collectors 
cabinets. Ivory sets conuneniorating military victories displayed car\Td por¬ 
trait busts of the leaders of the opposing armies. Chessmen representing 
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Hanoverian and Jacobite personalities date between 1743 and i 7 < 5 o, some of the 
earliest being in precious metals wrought in Birmingham. Six dozen Jacobite 
propaganda sets, enclosed w’ith a consignment of wrought armour intended 
for Prince Charles Edward’s adherents in London, were intercepted on Lud- 
gate Hill in 1746. Jacobite propaganda chess-sets made after 174? omitted the 
bust of Prince Henry. 

The Napoleonic wars were responsible for a long series of military chess¬ 
men in ivoc)% bone, and boxwood. Typical were sets portraybg Napoleon 
and Josephine as king and queen, their pawns being boldly carved portrait- 
busts of French fighting generals: the opposing side in red represented the 
Mamelukes. 

Chessmen conimcmorarive of the struggle between Frederick the Great 
and Maria Tliercsa were exquisitely carved in ivory: those depicting Frederick 
the Great and the Turks were highly popular in silver and in ivory. Other 
English-made sets of military origin include Frederick the Great and Napo¬ 
leon; Romans and Barbarians; Crusaders and Saracens; Romans and Moots; 
Norsemen and French; Richard 1 and Philip Augustus. 

Exclusively English are the Staunton chessmen designed in 1847 by a Mr 
Cooke and made by John Jacques & Son, London. Tens of thousands of 
Staunton sets—named after Howard Staunton, the famous chess-player—havc 
been made of boxwood, natural colour and black or red. The conventional 
king and queen are crowned, the bishop is mitred, and the rook is a casteUated 
tower. 

Richly carved and fretted chess-sets of ivory have been made for more tlian 
2j0 years in tlic Orient for export to England. Clnncse chessmen intended for 
European players bear no resemblance to tbeir own choice of squat draught- 
like pieces. The earUest of those chessmen intended for tlic English market 
were mounted on pedestals, and their main feature consisted of several free, 
concentric, hollow fretted balls. The king and queen might each contain as 
many as seven, of these delicate, loosely revolving balls in their pedestals, the 
pawns three. Such pieces are still being made. Another Chinese type raised 
each figure on a solid c)'lmdrica] pedestal enriched with exquisitely fine 
carving; others again featured realistically modelled fighting men supported 
on thin flat bases, cither square or circular. 

Indian chessmen designed for English players have always been sumptuously 
carsTd, and for more than a century represented India and the East India 
Company as opponents. Both sides were left wltite, the Indians standing on 
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black or coloured Rajahs and viziers—queens are unknown ni Eastcm 
sets—^were represented by laden elephants, the rajahs carrying howdahs. 
Bishops took the fomi of lions for die Company, bulls for India. The Company 
knights rode on horses, foe Indians on dromedaries. Pawns were foot-soldiers 
in the uniforms of their leaders. 

The earliest chessmen to be made of porcelain were produced at Fursteiiberg 
between about 1750 and 1758. Of conventiona] baroque design and poorly 
hnished, many sets in blue and white and pink and white were imported by 
MaydwcQ & Windlc and sold at their Strand warehouse. These chessmen 
arc marked with a script F in blue under glaze. 

Finely finished chessmen and boards were made by Meissen from 1738, 
many sets complete with elaborate cases of tortoise-shell, shagreen, or colourful 
w'^oods being brought to London by returning diplomats and members of 
Queen Charlotte’s entourage. The kings and queens of the opposing sides 
were taken from moulds slightly varying in pattern, but otherwise the oppos¬ 
ing pieces diil'ered only in decoration. Rooks were elephants without howdalis, 
knights were riderless horses. Portrait-bust chess-secs were also issued by 
Meissen during die 1760s and were also sold in London by MaydwcU Si 
Windle. These c^ly Meissen chessmen are marked in blue underglaze with a 
script M above crossed swords^ those marked only with blue crossed swords 
undcrglaze are of recent manufacture. 

Josi^ Wedgwood was the first English potter to make chessmen. The 
earliest oven-trials took place late in 1783, the year in wliich the pieces were 
modelled by John Flaxman. A letter written to Etruria by Thomas Byerley, 
nephew and partner of Josiali Wedgwood, F.R.S., and dated London, Decem¬ 
ber 6, 1783, reads, ‘If you can be so good as to get here by next Monday, 2 or 
3 more sets of chessmen without Bases—we can sell them’, Flaxman’s designs 
pleased the master-potter, for the firm’s records include a letter from the 
sculptor thanking him ‘for the liberal praise you bestowed on my ches^ 
figures’. These chessmen, finely modelled in porcelain, represent aaors playing 
Macbeih. Charles Kemble’s interpretation of Duncan, King of Scotland, was 
used as the king; Mrs Siddons as Lady Macbeth was die queen. Three didcring 
models of the king and queen are known. One model only was used for each 
of the remaining pieces, rooks having square crenelated towers, the knights 
riding rearing horses, and the bishops being vested in copes and mitres- The 
pawns were foot-soldiers, armed with primitive weapons^stoncs, battle-axes, 
daggers, and bow's and arrows. In sets mtended for the French market the 


264 


MORE ABOUT COIIECTING ANTIQUES 


bishops were replaced by jesters, referred to in the old oven-trial boob as 

‘Tom Fools’. , . , -L n L 

Wedgwood porcelain chessmen arc found with three r>'pcs ot hasp. Rough 

porcelain mounds serving as footholds for the figures are indicative of the 
rare 1784 edition in blue and white porcelain. These were followed by flat, 
w'afer-like bases, in their turn superseded by Attic bases—short, plainly turned, 
classical plinths of porcelain. Contemporary kiln records show that Wedg¬ 
wood chessmen, of which many sets were sold between 1785 aJid 1 795 at 
five guineas the set, were made in grey, mauve, dark biscuit, blue, Flemish 
green, buff, and brilliant white. Pieces were usually of one colour throughout, 
fomednies enlivened with gold pencilling: a few were w-hitc on coloured 
porcelain bases. The mark is always WEDGWOOD impressed, early chess¬ 
men also bearing model numbers and workmen s marks in the form of single 
initials or fine lines. Fhxman sets in porcelain were sold until well into the 

nineteenth century. rii t j 

Jasper chessmen were made by Wedgwood trom 1849, bases or black and 

natural boxwood distinguishing the opposing sides. Th^ sold at ^3 lOs. 6d. 
the set. Stoneware chessmen made during the same period sold at ^3 is. 6d. 
the set. Reproductions of the early porcelain Mack'ih chessmen in creamy 
white and blue have been made by Wedgwood from the original Flaxman 

moulds since 1931* , 1 -r- j r u ■ 

Rockingham issued finely modelled chessmen atared m the Tudor tashion, 

and less pretentious sets in the conventional turned design in apple green and 
perisvinUc blue, enlivened with gilding. These were made between 1822 and 

about 1826. 

The Castlcford Pottery in Yorksliire is credited with havmg made porcelain 
chessmen from about 1795. There is no record, however, that Castlcford ever 
made any porcelain, and their present successors have no evidence tliat chess¬ 
men were made in cither porcelain or potte^J^ In the so-called Castleford 
chess-sets, the king and queen represent George III and Queen Charlotte, 
crowned and in their state robes, the pawns bemg kilted Scots guards. Ele¬ 
phants supporting howdahs in the form of square, castellated towers, are the 
rooks BoS sides are made from the same moulds, the colours being chocolate 
brown and grey-green, white and gtcy-bluc, black and white. Tliese pieces are 
unmarked and have been cxtcnsivdy copied- Porcelain chessmen firom Sevres 
and the Imperial China Factory, Vienna, w'cre extensively sold in England 
half a century ago. In about 1930 the former Imperial Porcelain Works, 



144^ ChessniciJ iit grey and ift hitc pDrtebin representing characters in M.icbeth: modelled by Jolin FUxnian, 
RA,, forjosiah Wedgwood, 1785-95. in the S^n'm^r Suintiicrj CiWtoiVm 



145. So-culkd Cistlefofd clicssnien made o( potierj^ Tlie king jnd queen represent George Jll and Quecti 
CharloECe in state robes, drtm 1795^ In itic SpenaT Simnnm Q^Hern’iif;. 
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14 ^. Otic side of a chesa-wt made died tjtjQ Dellii to the comniission of the Easi India Compajiy. 

[li the ti'^llfeiwti flj Mr Alex Hdmmend. 



147, English chtTanitn of dn^ (iSoo in 


b^oodstonL'. The apposing side is in nic^s agate. /ii r/ir ef 

Mr Alex HninmflnJ. 
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Leningrad^ exported the now rare propaganda sets ntarked with the sickle and 
hammer, in which the white king has a death's head, the queen and bishops 
represent the Czarina and officers of the old regime, and die pawns are busts 
of men in chains. The red king and queen are red workers, the bishops are 
red soldiers, the rooks are anvils and ships, and die red pawns are red women 
workers. 
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AcUro, Robert, irchUtct, jo 
Aduii5, William> potter, J9 
Andrews, Hctiry C- {The Betmlifi Reptfsifory), m 
{Coloured Efi^ayings of 
(Tlw Gcffitr Gf/flFtiM»rt)+ i04 
(A Mi^tifl^roph cf die Gtrtui Rota), soi 
Aiiirero, James (Lf j»m ifi F/autt si i 

Asfburyjobttt poricr, 4s 
Astbuns RobciTi porter, iS 

Bacon, John, 3S> 

£addy» Themui, potier, 57 
Bailur^ Thomaf, artisc; (174} 

Banolozzip F.» R.A.^ 2^4, 

Barcman* J. (Orektdaax ofMexko and CaaUmala), 

m 

Ekoiidcrk, Lady DbiUp ^9 
Bentley, Thomas, pottefi jOp Ji. 3^* 39 
Bewick, Thomas, wood-engraver^ 203 
Blackwell^ Elizabcrh {A Catiotis Herhk], 20J 
Bbneourr^ H. (^4/2 cf GJotf), 7^ 

Booth, Enoch, potter, 21 
Boctger, Johann Pnedrieb, potter, 67-9 p 7^ 

Boulton Sc I^tbjogilJ, jewellery matmfacnifm, 35 
Bowles^ CarritigttML, playing-card manu^rturcr, li 6 
Bradbury, Frederick (History efOM Sfie£ield Pfate)^ 
177 

Brookduw, George (A New Trejfifc cn Phwer 
RdijifiVijf), 211 

Burslem, fir« caxih-potterie$ ar, 17 
Bury* Mr^ Edward (5if/crfiPn of Htxandfeatt Planis)^ 
2<H 

CAnvtCi^ 33, J4, 35, (37)1 shell- (jce Shell cameos) 
Candlesticks, domestic bras, (i4S)i 137-64, (1 
telescopic, 164 
Casteels, Peter, painter, 20D 
Caxton, William (TTie Cdtne and iHaye if Chcist) 


Chessmen, 257-67, (260)* (265-6} 
agare» 261 
amber, 261 
bone, 23& 

CastlcfordL 264 

eommemorarive sea c£ 261-2 
glass, 261 
hardwood, 23 S 
bom^ 26] 

Indian, (260) 
ivory, 25S, (260), 261 
jasper, 264 

porcelain^ 263^ 264, (265) 
pottery, (265) 

Hixkwgham, 264 
ftotiewaxep 264 
Wedgwood, 263-4 
Chimney omameno, 24-9 
China clay, 22 
Church, Sir A. H-, 32, So 
Coadc, J., modeller, 39 
Coalpoit pottery, 50 
Coopers" Company, the, 137 
Copeland and Garrett, potters* 51 
Cork-screws, old En^isb, (i^4)r 1S6-92 
cellar, tSt-* 
pocket, 1S8-91 
socketed, 192 

Cornelius* Wiliiani, 24, 29 
Comiih stone* 22 
Cow cream-jugSp 19 

Curtis, Samuel of Flora), 203* {209) 

{TJm- GmHf CujJieHiu), 205 
Curtis, William (Bs/dniml 203 

Daniel, Ralph, potter* 21 
De La Rue, Thomas^ 217* 

Dclft-warc, 39-62, 64 
Dc Pompadour, Madame* 104, t07 
Derby potodain^ 49i 50i 5*^ 63, (65) 


IWmVwuriiins Poly^apklmm^ 21 
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Dobbf, vilaciac minuficiuicrp 225^ 226 
E>rtsdm pDFCcbin, (66)* 67-77, (ts) 

Dwi^t^John* potter^ 18 

Ebcrltfiti* Jabtin Friedrich, moddlet* 74 
Edldm^ MiducL artbt, {76)» 82, (84) 

Edwards, Henry C., mist, (l€l) 

Edwards, John {^4 e/ F/fluw* drdurff ^rr 

Natitm), 302 ^ (209) 

(Bf/fMft ffer^/), 202 
Eg^lidaii basalt, 30 
Eg^'ption bbek, 10 

Elircr+ G, D., arrisi (PfffflJsf ff PtifiiJipnf# Rsrmef), 20l 
Elcr% Brodicfs, 30 
Enamel glasi, (76)* 7 ^St (8J-4) 
nannFactuters, 79, fto, 82 
Biktpn, 

Bristol, {76), 79-81^ (84), 85 
WarringKMip 80* &l^ 85 

Figurines, l 7 ~l^ 
production methods, 20-21, 24 
Fitch, Walter Hood, ajtisr^ 20$ 

FLxman, John, 34, |S, JG, 363, 2G4, (265) 

FlctchcTp Henry, engt^verp 200 
FlinE-glasi, t8 
Flint-ware, 18 
Rower, Joseph, potter, 61 
Flowcr-prinB, English, ]j^2Tl* (207-9) 
colouring agents, 206 
pper used for, 206 
Fougeron, Jr, engraver, 202 
Furber^ Robert (T/w Hi?iwr Gardeir( ^ot 

(TuwJt'r Monifis of Hpiwfj}, 200, (207) 

Gerardp John (f/rrbd//), 199 

GLmngp 17-29 

Gossct, Lsaac, modcUcTp 39 

Gouci, MarihcWp modeUcr, 39 

Grove, George (Ehttitwary of MiiSiV), 249 

Hackw[>od, Wiliianip modcUer, 36, 39 
Harrison, William (Drffr^plww p/ JEng/ewd). t j6 
Hogarthp WiJlianip $1 
Hooker, William, ardst, 203 
H\ighes> Thomas (Hyjiiefl'j Rhapsodies), 232 
HumphreWp Henry' N., arri«« (208) 

liodt T.p 146 


Jackson, J. and J.p porters, 48 
Jasper nonewarep 31-5 

KindleTp Johann Joachim, modeller* (25)* 68* 70-77 
iini Unn'maJ lilfiter, 232 

Kicchitcf, Johann Gottlob, aiodellcTp 70, 7! 

Kirkail, £., engraver, 200 

Knowles and "Westeott (Flp/af Ctfthtn), 205 

Lakin* porter, 23 

Lawiance, Mary ColUition of Rom Jfom 
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Le filou, James Chriscopher, 199^ 

Umueiii, Chories Naritw), 201 p 203 

Lktlcr, Willum, potter, zo 
Lofthoiue, Sedi, 146, (147) 

Lorimgp John, thimble-ioakcr, 196 
Loudon, Mrs (Brifisli: Fjfduws)^ 

Lowdirt, William, potter, 79, 81, 85 

Mansell, Sir John* 36 

Mansell, Joseph, valcnrine ttianularttircrp 126 
Mart>Ti,John {Hi^oriei Plojitmurrt J^LtriLVUPfjJ^ 199, 200 
MauerL Anton, 223 
Mayer* E., potter, $0 
MdJUotu^ (2S), jj, j4f (37). 

Meek* George* valentme tnanu^ciurer, 228 

Memen, 20* (25)* 6S-7l^ 263 

Meteyord* TMta his H'dri!i)p 3$, 39 

Meyer, Albrecht* anm, t^S 

Meyer, Elias* modeDerp 74, (75) 

Miller, Philip, KorrienlEiirist (GdCiiWifrV Dc^tx^ndry], 
201 

Mosman, David, valcnone manufacturer* 231 
Mounacephen, E, Gh, modeller* 39 
Mnmy, J„p engraver, 227 
Musied boxes, 248-56, {251-^)* 
cases* 254-5 
chairsp 256 
mechanisms, 248-54 
snufT-hox* 256 
toy* 256 

Neale* Heart', potteip 23, 24, (27)^ 40 

Open-damc glass larups, 94 -^^h (^*7*^) 
fuels, 95* 99, too 
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Prilmtr, HiLniphjT>\ potter, ijp 40 
Parkimem, John {Pdr^isHjr)« igo 
Pa«c jeweflery, (loi-s), iQ4"ii 
cutting st)'lc$p (105)1 
settings <oSp 

Pcniiip Josuh^ porter, ii 
Petiit Ouileip 146 

Pew grdiup&^ Su^ordshirc, 41-6, {43'"4) 
deconaots 41*5. +6 
Diodellbg methods, 42-* 

Pewter. I2S-44> (UP) 
hanquedng-dishes, 141 
charger, (139) 
disbes, 

doubles (139)* ^ 4 ^ 

dagontp {^33) 

imltadon, T44 
maisnnes, T45 
pUtei. (134). T 5 <W 4 
Spacers t43 
(pLcc plates, 
tankards (l^5)t 1^3^15 
tazza, (tJ9) 
touch-marks 155, 145 
trenebers, 141 
voidenp 142 

Pewterm' Company, the^ iji, 137, 143 
Pingo, T„ mcKl^er, 39 
PLstntcd, Beoedetto, (i2o) 

Plantin, C.. printer, 199 
Plaques 31 p (J*) 

Playing-cardsp (2]0)p 212-20, (221} 
designs on, 112^13 
^ cducatioaaip 216 
embargo on, 2t2 
geographieJ, 215 
hiscorica]. 216 

prindng and production of. 213, It4-15, 217, 2lS 
tax and dnttn ois 214, 21S-2O 
rrmsformadon, 217 
Poolc^ R,* poner, 23 
Pope, Ckn Mails painter, 205, (209) 

Porcelain. Chinese, 18 
Portland vase, 7I 
Posy-boldcTS (109-10) ^ 113-18 
styles, 115-17 

Powdl, H. Ji (Gkij-fjMifirtij iw Enj^land), So 
Punch-bowls, 55-64, {^9-^), (<Sj) 


Redoutd, Pierre-Joseph (Les (209) 

Rcinkke, Peter, modeller^ 74 
RejTiolds, Sirjoshoa, P 3 ^A., 36 
Ro ck i n gham pottery^. jOj 52 
Ronct, James, (119) 

Roscoes, WilliM {MonsfjJftm P/eFfij), 205 
Roubiliac, Louii-Fnn^iis, modeller, 39 
Rodi, candle, 169 
-peden, 1^56 
preparation of, l 66 ^ 

Rusbligbr-holdciS, 165^71^ 
iroup 169^-70 
pendem, 171 
table, l6g 
varieties ot 171 

Sand-glasses. {235)^ 34 a- 47 p {^ 43 - 4 ) 
egg-dmers, 247 
&amcs, 245,146 
manuEteture o£ 241-2, 245 
pulpit, 241, (244) 
sbipiy {238], 240, 241 
Scew-botdes, 85 
Shaw* Ralph, poncr, iS 
Shaw, Di Simeon, 19 
Shdl cinur04, (ii9»3io)» izl-% (125) 
carving, 123^ 
cutting, 123 
shells used, 121,113 
Smith, Joachim, portraitist* 35, 39 
Society of Gardeners, 199: (Qjit4/qguj pfcmrdfMrtf), 200 
Solon, Marc-Louis (/If* of fht Old Ef^lish PftHer), 45 
Sowerby, James, attasi, 20J 
Stafordshirc carrhmw*^ait?, 17-^ 
pew groups. 41-6, {43-4) 

Slirnip<up5, sporting* 4T-i^N (sl-i) 

StSlieh Samuel, potter, 69 
Stoneware* Edr-gjaicd, 17-18 
Srras, Joseph, jewclkt, 104,107 
Stubbs, George, R*A., 39 

Tassic, James, modcMcr, 35* 121 
Tcmplctown* Ladvt 
Thimbles, {j 8CH>o)f i93^ 
bone. 195 
boxwood, 195 
btassp {189)* 195* 19* 
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bronie, (185^}, ipj, 195, 196 
l^S 

19s 

CTunid, (r9o), 19^ 
gold, 193^5 
iron, 19A 
ivory* 195 
lS(i 

leichcTp 193 

utothcr-of-fNt^rl, (iSg)* 195 
rosewood, (190) 
silver, {1&9-90]. m, 19s 

Thomicm, Roben John (Neiv Farniiy 305 

{Tlif Tmpk 0/Flora), Mi-3, 

Tonobc-shcll decoration, 19-io 
Toy>, iitugCp 17-29 
Tiinier, John* pontr* 40, 49 
Turner, W, (Nei*^ 198 

Twyford, Josiab, pocrer, rS 

Urns, tei and coffee, 172^5 p (173-4]. (^Sj) 
cocks, iSx, i8a 
copper, iSo, ill 
bcadng methodsp 175^ 176, 179 
japanned. (174), 182-5 
ShdEetd plate, 175-7, i6o-8l; mirksp 180 
tinning methods, 176-7 

VaJenrines, {zzz}, 223-32* (139) 

materbU employed fofp 235, 226, 227 
Van Huysum, Jacobp 200, 302 
Van OstJ., M2 

Von Bttdil, Counr Heinricli, 71 
Von Tschimlumcn, Walter, chemist, 67 
Voy«£, John, modeller, 40 

Wadham, John* brazier, 175, 176 
Walton, John, porterp 2j 


Ward, John of Steke-apm-^Trint), 2J 

Warming-pansp (140), I4S-55. (H 7 ) 
brass, [46-50 
copper, 153-j 
decomtioos on* 153-3 
KandIcSp 150-51 
pewter, 155 
silver, 145-6 

Wedgwood bai-reliefi, (al), 30-4OP {37-I) 
Wedgwood, John, 17 

Wedgwood, Jo^ 31 , lip 23* 3D* 34, 39, 48. 263, 
264, (265) 

Wedgwood, Thomas* 17, i|* m 
Welsh love-spoOQs, (23a)* 233^. (237) 
designs on, 234-9 
meaning of. 233 
Wedey, John, btisr o£^ 22 
Wcsccott, Knowles and (FisrjJ CdBitief), 203 
Wcstmacon* Rkfa^rd. R.A., 39 
Whicldon, Thomas, poror, 19* 30, 2i, 23, 48, 50 
White. Gilbctl, on rushli^a, 166 
Wilkinson, Marj^ (TSe Turtle Dosw), 231 
Wilsc®, David, poner, 24 
Windsor, W,, vakiitmc manubeturer. 225 
W'me-bottksp 86-93, (*T”S) 
gba, 86, 89 
leather-covered, S6 
manufacture oF, 90 
mccaJ^ 86 
mIs, 91 
stopping, 89 
dm 86 

Wood, Aaron, porter, ii, 42 
Wood, Enoch, 22, 23* (27) 

Wood, Ralph, 1, 22 
Wood, Ralph, tl, 22, 23, (25) 

Worecstcr porcelain, 64 
Wright, Padetice, modeller, 39 
Wyatt. Jamei* modeller, 39 
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